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This book/essay/study is by a fan for fans. There is 








nothing else behind its conception except for the love of 


Radiohead's music and the desire to get closer to it. 





Biography is going to get in the way a lot of times, but music 
will be its main focus. This work came together as the idea of a 
huge (obsessive huge) fan to write the book that he always 
wanted to find in a bookshelf. 

[ always wanted to read an analysis of Radiohead's musical 
development, so I hope I can do a good job in this hard task 
I've set myself. 


Any suggestions are more than welcome. 





My name is Julio Baca 
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Introduction 





I believe Radiohead is a band from Abingdon, Oxfordshire, 
formed in 1985. 

They are known for an experimental sound and attitude; 
their music has been labeled Alternative Rock, Electronica, 
Art Rock and experimental Rock. 

Because of their wide musical spectrum, and social/political 
themes, such as alienation or mass control (so easy to relate 


to in this century), they are often considered one of the 


ereatest and most influential bands of its time. 
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Members 








Thom Yorke: Born October 7, 
1968. Singer and main 
songwriter. Plays guitar, piano, 


bass, drums and works with 





programming. Yorke is known for a wide vocal range 
(around 4 octaves) and for a rather rebellious attitude 
and a seemingly distasteful public personality. An active 


musician, he has released two solo studio albums, often 








collaborates with other musicians, acts as DJ and has 
recorded and toured with a side project, Ato! 

Yorke is also an activist for human rights 
and anti-war causes. His lyrics, hig} 


ambiguous, often address poli 








Jonny Greenwood: Born November 5, 





1971. Younger brother of Colin 
Greenwood. Lead guitar player and 
quintessential multi- 
instrumentalist of the band; 
Jonny often changes instrument 
between songs (sometimes even in the 
songs themselves). He also plays bass, drums, keyboards, 
viola, Ondes Martenot and works with programming. In 
addition to the band, Greenwood is a composer, releases 


movie soundtracks and performs his music live. 


Colin Greenwood: Born June 26, 


1969. Older brother of Jonny, he is 





mainly the bass player, but also 
performs on keyboards, sampling 


and percussion. 
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Ed O'Brien: Born April 15, 1968. Guitar and backing 





vocals. Ed is known for a wide use of guitar effects, which 


are essential to the unique sound and 





ambience of Radiohead's music. He is 
also part of the musical collaboration 7 


~~) Worlds Collide. 


Phil Selway: Born May 23 1967. Although 





he plays the drums in the band, Selway 






also has a solo career, where he plays 
guitar, piano and keyboards. He has 
released two solo studio albums, and is 


also part of 7 Worlds Collide. 
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It is also important to name producer Nigel Godrich, who 





has worked with the band in every album since 1994 (and 
with solo Yorke, and a wide variety of artists and bands) 


and the visual artist Stanley Donwood, who has created 





the band's logos and album artworks since the same year. 


Nigel Godrich 











Stanley Donwood 








Biography 


All members of Radiohead attended Abingdon School, 
Oxford, where they met. The last member to join the 
band was Jonny Greenwood, who played harmonica 
and keyboards, and then changed to guitar. In 1986, the 
band played their first gig, at Jericho's Tavern. 
Curiously, at one point, the band (then named Ona 
Friday, after the day they rehearsed) had a saxophone 
section. After a disorganized, although active, period in 
1991, the group decided to share a house. Meanwhile, 
they wrote material and cemented their live sound. 
Soon they had management and received an offer from 
EMI after Colin randomly met a representative of the 
label. A six-album contract was signed, but the band 
was first forced to change its name; Radiohead was 
chosen, after a song by the Talking Heads off their 1986 


album "True Stories. . 
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In 1992, they released the EP "Drill, but true 
attention came with their debut album Pablo 
Honey’, released the next year, and the hit single 
"Creep . It soon became popular and suddenly 
catapulted the band into worldwide success, 
although they were popular in other countries 
before getting attention in the UK. 1993 ended with 
the band members highly exhausted from touring. 
1994 saw the band taking on the slow process of 
recording a follow-up album. Pressure was high, but 
the band was slowly evolving into a very personal 
sound. “The Bends’, released in 1995, was a 
commercial and critical success. Their live 
performances were also slowly becoming better. 
Their third effort, the highly acclaimed and lauded 
"Ok Computer “ was released in 1997. It soon 
established the band as one of the most important 
and unique acts of its time; but the band (especially 


Yorke) were growing tired of fame and touring. 
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non-stop worldwide media attention, the band almost 


broke up and Yorke was severely depressed. 
However, the band spent a very long time in the 
studio, evolving, constructing and destroying their 
sound. After a difficult recording process, “Kid A “was 
released in 2000 to general confusion: the band had 
completely revolutionized their sound and turned 
electronic. The public and critics were divided in 
responses. Amnesiac’, born from the same sessions, 
was released a year after. After some time on the road, 
the band recorded the political “Hail To The Thief’, 
which aimed to combine the Rock and electronic 
sound the band had had in the past. With this album, 
in 2003, their contract with EMI ended, and instead of 
finding another label, the band decided to release 
their next album themselves. Under a pay-what-you- 
like system, "In Rainbows “ was released in 2007 to 
huge acclaim. 2008 and 2009 were years that focused 


on touring, while 2010 was a year in which Radiohead 
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performed live only once. However, in 2011, King of 
Limbs“ was released. It presented the band with a new, 
rhythm-inclined, sound, and with an extra drummer, 
Clive Deamer. After a tour, the band spent some time 
focusing on other projects; but by 2015, Radiohead was 
recording A Moon Shaped Pool, released in 2016. 


Radiohead has released 9 studio albums, 1 live 








album, 2 compilation albums, 9 video albums, 40 


music videos, 6 EP's, 30 singles, one remix album, 





one demo album, 159 songs and have sold 30 million 





albums worldwide. Their tours have reached Europe, 





North America, Asia, South America and Australia. 





They have been nominated for various awards 64 





times. Its members, albums, songs, and the band as 








a whole, have received endless accolades and wide 


recognition. 
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Lyrics 
Thom Yorke's lyrics are never very clear. From "Pablo 
Honey's teenage themes, through alienation in modern 
society in Ok Computer’, to broken hearts in "A Moon 
Shaped Pool’, throughout his career, Yorke has turned more 
and more cryptic in his songs. Metaphors, along with strange 
imagery, often appear in his lyrics. This is the reason that a 
certain song meaning is so hard to pin down: these 
ambiguous lyrics are very open to various interpretations, 
and since Yorke very rarely comments on his lyrics, the only 
meanings we are able to find are the ones we can think of. 
‘Might’ / maybe and words like these will be used very 
commonly when talking about lyrics. This is because I don't 
think there is a real meaning behind them. Words do not 
function the same way that music or biographical facts, and 
therefore, I refuse to accept there is a definitive 
interpretation behind them: the words evoke a different 


feeling in each individual listener. That's why I'd rather 
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consuider the pages in this work that are devoted to 
explaining lyrics as a collection of various interpretations, 
mostly by fans. Following this same idea, some times my 
own interpretations might appear from time to time (1 
am, after all, a fan). Needless to say, there will also be a lot 
of speculation about what the words mean to Yorke 
himself, based on biographical facts and quotes. 

Keep in mind the possibility that Yorke might have 
written a lot of lyrics, maybe even all of them, hoping that 
each individual listener gets a different conclusion out of 
its lyrics (Some might argue that's the whole point of 


music). 





I'd like to thank in advance genius.com, 


songmeanings.com, and their users for their 





contributions. 





Most of the interpretations here come from these sites. 
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songwriting Process 





Radiohead's main songwriter is Thom Yorke. However, every 
member brings something unique and essential to the song; 
Yorke just creates the main idea. Thus, the song's official 
authors are all the members of the band. The band is one of 
the few in popular music history who has remained with all 
its members unchanged during decades. And by analyzing 
studio recordings and, especially, live performances, it's easy 
to see why: every member brings something very unique, 
certain and fixed to the songs, and every member is, thus, 
indispensable. Yorke's personal singing and lyrics, Jonny's 
multi-instrumentalism and arrangements, Colin's subtle but 
powerful bass lines, O'Brien's huge array of guitar effects to 
Selway's precise and metronomic playing all bring something 
very special to the band's sound. It should also be mentioned 
that the fact that each member has so much musical 
knowledge, and different talents, makes the band's creative 


possibilities much bigger than that from other bands. 


Discography 





Studio albums: 





Pablo Honey (1993) 

The Bends (1995) 

Ok Computer (1997) 

Kid A (2000) 

Amnesiac (2001) 

Hail To The Thief (2003) 

In Rainbows (2007) 

King Of Limbs (2011) 

¢ A Moon Shaped Pool (2016) 


Live albums: 





¢ | Might be Wrong: Live Recordings (2001) 


ZZ 


EP's: 





¢ Drill (1992) 

¢ Itch (1994) 

e¢ My Iron Lung (1994) 

¢ No Surprises/Running From Demons (1997) 
¢ Airbag/How Am I Driving? (1998) 

¢ COM LAG (2plusZisfive) (2004) 


Singles: 





1. Creep 

2. Anyone Can Play Guitar 
3. Pop Is Dead 

4. Stop Whispering 
5. High And Dry/Planet Telex 
6. Fake Plastic Trees 

7. Just 

8. Street Spirit (Fade Out) 
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Paranoid Android 


10. 
11. 
AZ. 
13. 
14. 
15. 
16. 
db /e 
13. 
19. 
20. 
21. 
Lk 
23. 
2A. 
25. 
26. 
Vad 


Karma Police 

Lucky 

No Surprises 

Pyramid Song 

I Might Be Wring 

Knives Out 

There There 

Go To Sleep 

2+2=5 

Jigsaw Falling Into Place 
Nude 

House Of Cards/Bodysnatchers 
Reckoner 

All I Need 

Harry Patch (In Memory Of) 
These Are My Twisted Words 
Supercollider/The Butcher 


Lotus Flower 
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28. The Daily Mail/Staircase 
29. Spectre 

30. Burn The Witch 

31. Daydreaming 
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B-Sides: 


Pablo Honey 


NI OD UF“ BR W N FF 


. Pop Is Dead 

. Inside My Head 

. Stupid Car 

. Yes I Am 

. Coke Babies 

. Faithless, the Wonderboy 
. Million Dollar Question 


The Bends 


Au PWN 


. Lewis (Mistreated) 
. Maquiladora 
. How Can You Be Sure? 


Banana Co. 


. Molasses 
. Killer Cars 


26 


7. India Rubber 

8. You Never Wash Up After Yourself 
9. Talk Show Host 

10. Punchdrunk Lovesick Singalong 
11. Bishop's Robes 

12. Lozenge of Love 

13. The Trickster 

14. Permanent Daylight 


OK Computer 

. Lull 

. Polyethylene (Parts 1 & 2) 
. How I Made My Millions 

. Meeting in the Aisle 

. Palo Alto 

. A Reminder 





. Melatonin 


CON OWA W N FF 


. Pearly* [two versions] 


jog 


Kid A/Amnesiac 

. Cuttooth 

. Fast Track 

. Trans-Atlantic Drawl 





. Worrywort 

. Kinetic 

Fog 

. The Amazing Sounds of Orgy 


CON ODUM BWYN 


. True Love Waits 


Hail to the Thief 
. Where Bluebirds Fly 
.1 Am a Wicked Child 





.1Am Citizen Insane 


. Paperbag Writer 
. Fog (Again) 


1 
2 
3 
4. Gagging Order 
5 
6 
7. I Will (LA version) 


28 


In Rainbows (CD 2) 





1. MK 

2. Down Is the New Up 
3. Go Slowly 

4.MK 2 

5. Last Flowers 

6. Up on the Ladder 

7. Bangers + Mash 

8. 4 Minute Warning 


PABLO HONEY 














adiohead 
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os 
we 
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- 1993 


- Recorded in Oxfordshire, England from September to 
November 1992, at Chipping Norton Recording Studios 
- Produced by Paul Kolderie and Sean Slade 

- Singles: Anyone Can Play Guitar 





stop Whispering 





Creep 





-Peaked at number 22 in the UK 


- Track listing: 


You 

Creep 

. How Do You? 

. Stop Whispering 

. Thinking About You 
. Anyone Can Play Guitar 
. Ripcord 

. Vegetable 

. Prove Yourself 

LO. I Can't 

11. Lurgee 

ieee Blow Out 


OMONOAIRANDH 


Sill 


Background: 





The band had already released an EP, ‘Drill’, but the record didn't 
have much success. However, Creep’, released on September 1992, 
slowly started to have success outside the UK. The rest of the album 
was recorded in the autumn of 1992; the recording was fast due to the 
band having played these songs live for years. 
A considerable success, the album gave the band an opportunity to 
tour both in and outside the UK. Sadly, they were seen as one-hit 
wonders: the general opinion was that Radiohead and "Creep" weren't 


going to be around for a long time, a situation the band themselves 


were very sacred of. 
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Radiohead in 1992 


a2 
Reception: 





The album wasn't particularly respected at the time of its release, and it 
is constantly considered the band's worst effort. It's easy to see why: 
when compared to the following albums, "Pablo Honey “ seems much less 
interesting and special. When it was released, nevertheless, some people 
instantly recognized a new act to watch out for, one that would 
eventually become more important. However, the album, which did give 
glimpses of talent, is nothing particularly special when measured against 
the music of the era when it was released. Still, some people (like Jonny 
Greenwood) complain that the album is unfairly underrated; 
retrospective opinion has changed with time, and the album has been 


called one of the strongest debut albums of its generation. 


AllMusic 3/5 
Los Angeles Time 3.5/4 


















































NME 
Pitchfork 
Q 
Rolling Stone 
Sputnikmusic 
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Sound: 





“Pablo Honey’ presents a very immature sound, influenced by Rock acts 
like U2, Dinosaur Jr. and Pixies. It is easy to dismiss it as just another 
album by a band with talent, but that wasn't likely to get anywhere. It is 
nearly impossible to guess the musical evolution that would follow 
could ever take place. Yorke's voice, nevertheless, does stand out for its 
range and power, while the songwriting is good, although far more 
conventional and typical than in latter efforts; “Anyone Can Play Guitar’, 
“You and “Creep” stand out as the best examples of this. According to 
Jonny, the album lacks ‘freedom’, and has also attributed its general 
character to their “own fear and lack of experience’. Ed, meanwhile, 
adds ‘Wed never been in a proper studio before, we were not cohesive 
as a band, and we were desperately insecure.’ Their sound, naturally, 
wasn t developed yet, and, according to Thom, There was a need to put 


more and more guitar tracks on “Pablo Honey’ ”. This is something the 
band would stop doing in a few years. 


The album could be called Alternative Rock, Pop Rock... even Grunge in 


some parts. 





GW vou 


The first track in Radiohead's studio album discography appears in earlier 
demos and on “Drill, which is something quite common in Pablo Honey’. 
The lyrics in this song refer to an apocalyptic future, to drowning and to 
being caught in the fire. Seven years before "/dioteque”’, Yorke was clearly 


already developing a very personal (and pessimistic) style. 


You are the sun the moon and stars 
Are you and | could never run away from you 


You try at working out chaotic things 
And why should | believe myself, not you 


It's like the world is gonna end so soon 
And why should | believe myself? 


You, me, and everything 
Caught in the fire 

| can see you drowning 
Caught in the fire 


(x2) 


"You" is an aggressive and heavy guitar-based Rock song, the kind which 
would still be present in “The Bends", but not in latter albums. It also 
shows off some of the most stereotypically virtuoso Rock singing that 


Yorke ever sang on the studio. 
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The track begins with a tremolo-filled guitar riff, played by Jonny. 


The riff includes a chromatic sound in F#, and doesn't state the G tonality 
of the song in such a clear way. “You” is an interesting track because it 
already shows that the band has more musical resources than those of 
just any Rock band, let alone those of a one-hit wonder; this can also be 
seen in the very first seconds of the song. Written in ternary meter, the 
time signature of the song changes constantly: in the verse, it moves as 3 
bars of 6/8 and then one of 5/8. The chorus, meanwhile, consists of 9 
bars of 6/8, then 5/8, and then the same structure of the verses. The 
chords in this last section are played calmly, mainly by the bass. There 
isan instrumental break between verses that includes some rather 
ageressive chromatic movement. The vocal melody in the verses, 
meanwhile, is also calm. It is starts on B (dominant of the E chord played 


at that moment) and tends to move up to D. 


are the sun and moon and stars are 
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“You’ is an early indicator of the band's signature style: the lyrics, the 
constant and unstable change between minor and major chords, the 
personal style of singing and the three-guitar combo attack all will be 
present in their new album, albeit in a more sophisticated manner. 
Like most of the song in the album, "You" isn't played live nowadays (in 
this song's case, since 2002). However, for a long time it was one of 


Radiohead's most performed songs. 


T. Yorke= Vocals, guitar 


J. Greenwood= Guitar, 


C. Greenwood= Bass 
E. O'Brien= Guitar 


P. Selway= Drums 





00) CREEP 


The band's first single and their biggest hit. Some people still know the 


band because of this song and this song only. 


a7 
It was released as a Single in 1992, but it didn t have any success until it 


was re-released in 1993; the first country in which it became a 
commercial success was Israel. Thom Yorke wrote it while he was a 
student at Exeter University. His inspiration was a girl, which Jonny 
maintains Yorke felt a deep attraction for, but never got to talk to. 
According to Select, this girl might have been part of a crowd of people 
who had some kind of a rivalry with the people who frequented the 
Jericho Tavern, where Radiohead played their first gig as On A Friday. 
Thus, the relationship might have seemed like a highly unlikely possibility 
for the singer. The idea of not belonging expressed in the lyrics might have 
something to do with this concept of 


different crowds. It is often said that Yorke 


would explain the following line, told to 4 





Circus magazine in 1993: “just wrote it ina 


yl A 


drunken haze five years ago. I thought it was crap’. The song's huge, and 
quite surprising for the band, success made the public recognize Yorke as 
the self-pithing musician who has a pessimistic view of himself. However, 


the singer told Hits magazine: “Creep” is more the way people look at 
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you. The guy in the song doesnt necessarily believe that he's a creep, but 
he's being told he is [...]". In 1995, Yorke said that he always thought the 
song was «a bit of a joke’, and added that he regretted everyone 
identifying him as a creep. 

It was first performed in rehearsal, where the band jokingly introduced it 
as their "Scott Walker “song due to its nature; the staff loved it, but 
misinterpreted this and thought it was a Walker cover. When they found 
out it was an original, they insisted on recording it for the album. It was 
recorded in a single take, upon which Colin and Yorke added a few 
overdubs later. But still, the band claims that the impromptu recording of 
the song taught them that they sounded better when not being aware that 
their performance is being recorded. The song shares musical 
characteristics to “The Air That I Breathe “by The Hollies, and, after a 
lawsuit, they were eventually given songwriting credit. However, 
according to Greenwood, this similarity wasn't any coincidence: Ed told 
the rest of the band when he realized, but the band kept on with the song 
anyway. 

A slow, dynamic-shifting song, the whole song is based a single, and rather 


simple, chord progression. 
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arpeggios 


Quite characteristic of Radiohead (as we will see) is the change from 
major to minor chord and its respective chromatic descent. O'Brien's 
guitar plays these ostinato arpeggios, while Jonny Greenwood comes in 
the chorus with heavy distortion and aggressive playing; this came 
together with the intention to ruin the song, although, in Ed's words, “it 
made the song’. After two repetitions of verse and chorus, the song 
reaches its climax: Yorke screams and shows off his peculiar falsetto, 
reaching A, which then descending to home key G, while Greenwood 
plays up and down the fret in distorted anger. Selway, O'Brien and the 
older Greenwood all keep the rhythm and harmony going through the 
entire song in very similar fashion. Thee song ends with a slower, more 
calm version of the verse; a piano (accidentally left out of the rest of the 


song), enters for a brief moment, and the song ends on G. 
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The lyrics of “Creep” need little to no explanation at all. They are related 


to social and teenage themes, and, if we are to believe Yorke, they are 


not entirely serious, but rather exaggerated. 


When you were here before 

Couldn't look you in the eye 
(Verse 1) You're just like an angel 
Your skin makes me cry 


You float like a feather 
In a beautiful world 
And | wish | was special 
You're so fuckin’ special 


But I'm a creep, I'm a weirdo. 
(Chorus) What the hell am | doing here? 
| don't belong here. 


| don't care if it hurts 
| want to have control 
| want a perfect body 
| want a perfect soul 


(Verse 2) 


| want you to notice 
When I'm not around 
You're so fuckin’ special 
| wish | was special 


(Chorus) 


she's running out again, 
(Bridge) she's running out 
She's run, run, run, run 
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Whatever makes you happy 
(Outro) Whatever you want 
You're so fuckin’ special 
| wish | was special 


But I'm a creep, I'm a weirdo, 
What the hell am | doing here? 
| don't belong here. 
| don't belong here. 


Yorke delivers the words through one of the most recognizable elements 


of the song: its melody. 
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could-n’t look you in the eye, _ 
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You’re just like an an- - gel, your skin makes me cry 
I wantaper-fectbo- ~- dy, I wanta per - fect sou! 


The melody in the verse is based on ascending and descending ideas. Naturally, 
the root of home key G is very present throughout the vocals. The chorus 


presents a melody similar in style and character to the one displayed above. 
However, it reaches higher notes: 
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| don’t be - long here. 
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The band played the song so much during their early years that they 
dropped it out of their live sets for a long time. The fact that it was the 
only song of theirs that people knew, and therefore, cheered for, made 
the band dislike it. However, for better or worse, ‘Creep’ is an essential 
track to the band's history. As their first hit single, it gave Radiohead the 
chance to keep on performing, recording and writing, even when its 
success also came with a negative side. Maybe the music that followed 
“Creep' doesn't owe much to the track, but without its success, these 
songs might never have been recorded at all. 


Since 2001 it has appeared periodically in live performances. 


T. Yorke= Vocals 
J. Greenwood= Guitar, piano 


C. Greenwood= Bass 


E. O'Brien= Guitar 
P. Selway= Drums 
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HOW DO YOU? 








A track that the band has played live only a small number occasions, the 
last time being in 1993, “How Do You?" is perhaps most famous for 
including a sample of the Jerky Brothers telephone sketch that give the 
album its name; in it, the receiver's attention is called with the phrase 
‘Pablo, honey?. 
He's bitter and twisted, he knows what he wants 
He wants to be loved and he wants to belong 
He wants you to listen, he wants us to weep 
And he was a stupid baby who turned into a powerful freak 
But how do you? 


How do you? 
How do you? 


He lives with his mother, but we show him respect 

He's a dangerous bigot, but we always forget 

And he's just like his daddy, 'cause he cheats on his friends 
And he steals and he bullies, any way that he can 


Who is the ‘he’ that the song alludes to is not very clear. Perhaps the song 
is some kind of an allegory about Thom himself. Either way, this song is 
often ranked amongst Radiohead's worst track; at least, critics penned it 


at the time of the album's release. "How Do You?’ presents the band 
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in its most Punk incarnation. Yorke eve performs the lyrics in a manner 
reminiscent of early Punk singers. In fact, the whole band seems to be 
invoking a Punk group, albeit a slightly more melodic one that, say, the 
Sex Pistols. But from the very first A-E based riff, it becomes clear that 
the band was still developing a personal style at this point in their 
history. The verse is based on A-E-F#m-E (I-V-vi-V), which is curiously 
the same progression used in future song “Let Down’. The chorus, on the 
other hand, becomes slightly more Pop-like and catchy; the chords 
change to G-D-G-A (VII-IV-VII-I) as Yorke sings a descending melody 
that ends on A. More interesting is the song's outro, which seems to leave 
behind the Punk character and consists of a frenetic instrumental 
section, whose objective seems to create mayhem. A piano is heard in the 
mix (it seems logical to state this instruments is played by Jonny) and the 
aforementioned sampling of the Jerky Boys sketch is present during this 


whole section. How Do You?" hasn't been played live since 1993. 


T. Yorke= Vocals, guitar 


J. Greenwood= Guitar, piano 


C. Greenwood= Bass 


E. O'Brien= Guitar 
P. Selway= Drums 
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00) STOP WHISPERING 








The longest track on “Pablo Honey’ is also 
one of the oldest: “Stop Whispering ° 


appeared in previous demo efforts by On A 





Friday. It was the third single released from 
the album, which seems logical given the =. 


song's uplifting and catchy character. 


Radiohead said it was written as a tribute to the Pixies (whose musical 
influence is all over the album), but they also stated later on that the 
song had nothing in common with this band's music. 


O'Brien told the Washington Times in 1993 that the song was political. 


And the wise man said | don't want to hear your voice 
And the thin man said | don't want to hear your voice 
And they're cursing me 

And they won't let me be 

There's nothing to say 

And there's nothing to do 


Stop whispering, start shouting (X2) 
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And my mother say we don't love you son some more 
And the buildings say let me spit on your face some more 
And the feeling is 

That there's something wrong 

‘Cause | can't find the words 

And | can't find the song 


Stop whispering, start shouting (x2) 


Dear sir, | have a complaint 
Dear sir, | have a complaint 
Can't remember what it is 
Doesn't matter anyway 
Doesn't matter anyway 
The verse exposes the things that bother, maybe even hurt, the narrator; 
as aresponse to this situation, the chorus seems to be quite clear: speak 
your mind, don't whisper things that bother you, but shout them. Yorke 
is talking about politics and society, which he will continue to do in the 
future, albeit in a much more cryptic manner. However, the song is 
probably more complicated than this, since Yorke also seems to point out 
in the outro that whatever is said “doesn't matter anyway’. This idea of 
impotence in the face of injustice is quite important to Yorke, who will 


sing in the future about how the big man always leaves the citizen weak 


and alienated, and completely aware of it. 
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The whole song is based on the progression D-Dsus2-G (I-IV), which 
provides the song with a rather stable and positive feeling throughout. 
Like in many Radiohead songs ("Creep’, “High And Dry’, “How To 
Disappear Completely", “Give Up The Ghost”...), this song is interesting 
because of how the band works with dynamics, texture, melody and 
rhythm on top of a very simple harmonic progression. “Stop 
Whispering ' begins as a calm song, based on strummed guitar and 
brushed drums. However, the song eventually reaches an instrumental 
bridge where Jonny plays a distorted guitar solo; form there, the song 
builds up to a climax. It is still based on the same chords, but the 
rhythm and character of the song has changed; Jonny also adds some 
organ chords in the background. Yorke's U2-like vocal work in the song 
is remarkable for its performance quality: the chorus presents a catchy 


melody that reaches a high F#, but perhaps more amazing is his 


delivery in the outro, where he maintains a high A for several bars. 


T. Yorke= Vocals, guitar 


J. Greenwood= Guitar, piano 


C. Greenwood= Bass 


E. O'Brien= Guitar 
P. Selway= Drums 
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een ABOUT YOU 





Appeared on early demos, and was later released as a different version 


in both “Drill” and "Itch" EP's. The version in "Pablo Honey’ is an 


acoustic ballad. Jonny Greenwood stated that “Thinking About You’ is 


about ‘wanking’, which he found funny since it is her mother's favorite 


song in the album. Thom, meanwhile, connects this theme of the song to 


his education in a single-sex school, which reportedly left him “scared 


to death’ of girls. His response to this repression, the singer says, was 


to "masturbate a lot’. 


Been thinking about you, your records are here 

Your eyes are on my wall, your teeth are over there 

But I'm still no one, and you're now a star 

What do you care? 

Been thinking about you, and there's no rest 

Should | still love you, still see you in bed 

But I'm playing with myself? 

What do you care when the other men are far, far better? 


All the things you got, 

All the things you need 

Who bought you cigarettes, 

Who bribed the company to come and see you, honey 
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I've been thinking about you, so how can you sleep? 
These people aren't your friends, they're paid to kiss your feet 
They don't know what | know 
Why should you care when I'm not there? 


Been thinking about you, and there's no rest 
Should | still love you, still see you in bed 
When I'm playing with myself? 

What do you care when I'm not there? 


All the things you got 

That you'll never need 

All the things you got 

I'm played out and bleed to please you 


Been thinking about you 


Although it seems fitting to see the song as a song about masturbation, 
the words actually leave room for a more sophisticated interpretation. 
This analysis seems to pose one principal question: is the person the 
narrator thinking about a girl he knows, or a celebrity? The song 
arguably leaves this question unanswered. If we consider the first case, 
the song is just a teenage number about sexual desire. However, if we 
interpret the lyrics to be about a teenager fantasizing and idolizing a 
celebrity, the song takes on a more Social character. Another possibility 
is that the song is written from a purely personal perspective: maybe it 


describes the feelings that Thom’s girlfriend is likely to have if Yorke 


ee WELLS 
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becomes the lead singer of a successful Rock band. 

Written in G and in 4/4, “Thinking About You’ is a simple and catchy 
number that never strays away from diatonic language. The verse 
follows the scale degrees G-D-Em-G-C (I-V-vi-I-IV), while the chorus is 
based on the change between subdominant and tonic. 

Meanwhile, Yorke's melody in the verses forms an ascending figure that 
Starts on G and reaches dominant B and then descends to G again. The 
chorus initially reaches an E and then rises higher still, to the G an 


octave up from the first note sang. 
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Been think-ing a-bour you,-— your re - cords are 





The first time the chorus is performed, Jonny adds an organ playing 
chords in the background (the exact same instrument used seven years 
later in “Motion Picture Soundtrack’ ). In the second verse, there are 


some guitar melodies and Phil introduces a snare-based rhythm. 


T. Yorke= Vocals, guitar 


J. Greenwood= Guitar, piano 


C. Greenwood= Bass 


] on Oh 3 C=) me guenecte 
P. Selway= Drums 
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ANYONE CAN PLAY 
GUITAR 
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Released as the second single 





from “Pablo Honey’. This track 





is usually considered one of the 
strongest in the whole album, 


along with “Creep... 


Yorke to Magnet Magazine in 1993: It’s kind of a song about being in 
a band. Sort of all the positive and negative sides at the same time. 
And also, it’s a reaction against, um, hair bands. People that wear 
leather trousers and therefore think that when they come offstage 
they re entitled to a blow job because they re in a band and all that 
sort of thing. We still meet people in bands who are living out this 
rock and roll legend thing that just DIED years ago. If people are still 
living it out then they obviously need to go into therapy or 
something. So there's all that side of it. But there's also the really 


positive side of being in a band, and, just really honest, we really 
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really enjoy it.” Yorke also commented on the Jim Morrison line: “I just 
ranted that verse the day after I saw The Doors film. That film really 
wound me up, really upset me. It was like [Morrison] was some sort of 


Arthurian legend or something’. 


Destiny, destiny protect me from the world 
Destiny, hold my hand, protect me from the world 
Here we are with our running and confusion 

And | don't see no confusion anywhere 


And if the world does turn and if London burns 

ll be standing on the beach with my guitar 

| wanna be in a band when | get to heaven 

Anyone can play guitar and they won't be a nothing any more 
Grow my hair, grow my hair, | am Jim Morrison 

Grow my hair, | wanna be, wanna be, wanna be Jim Morrison 
Here we are with our running and confusion 

And | don't see no confusion anywhere 


(Chorus) 


In a lot of ways, it could be argued, the song carries a subtle social 
message. Yorke, who has never seemed completely comfortable with 
global fame, is already cynical about the god-like status of famous 


Rock musicians. One of the quintessential examples of this mystic 
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and almost holy characters is Jim Morrison (who, by the way, never 
played guitar). The singer seems to refuse the idea that some people 
are more important than others; to him, anyone can play guitar so that 
they ‘wont be a nothing anymore , but Yorke probably sings this last 
line as an exaggeration, since people are always something’ in some 
way or another. The verses in the song seem to express the thoughts 
of people who are involved in this mystical vision of musicians; they 
talk about ‘destiny’ and about their wishes to be famous like Morrison. 
It's safe to say that Yorke sings this lines sarcastically, mocking the 
actual people who have this actual feelings. Lead guitar player Jonny 
Greenwood ironically shares this feeling that musicians, especially 
guitar players, are over-worshipped: ‘I never listened to guitar 
playing in any band, ever, | still don't, really. Worshiping guitarists is 
all buying guitar magazines. Anybody can play guitar, but writing 
songs is a far harder challenge. I'd rather idolize someone like Elvis 
Costello than I would Steve Vai." 

Radiohead has never been the most typical of rock band, and from 
their very first album they made clear that they've never had the 


intention of being so. 


Chances are that "Anyone Can Play Guitar" is quite possibly the best 
example of songwriting per se in the whole album ("Creep’ and “You” 
being notable examples too). The song begins with various guitars 
making noise, after which the band presents the aggressive harmony 
for the verse. Based on distorted guitars and on the quiet-loud-quiet 
dynamics that the band no doubt took from the Pixies, the chords used 
are E and C, which are considerably contrasting, just like the dynamics 
used in the section. Throughout the song, there is a conflict between 
the use of E and Em in the verse; a device employed earlier in "You", 
and, in a different way, in ‘Creep’. The vocal melody starts calm and 
reserved: 
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Des - ti-ny,. des-ti-ny_ pro-tect me _ from the world._ 


Starts on B (dominant of E) and rises to D, which creates the sound of a minor seventh 
chord. The second idea starts the same, but then quickly descends to G. 

The pre-chorus becomes livelier and more rushed, and employs the 
chord progression D-A-B-C (VII-IV-V-VI). An instrumental, guitar- 
based bridge immediately gives way to the song's chorus, which 


contrasts completely with the calm verse. 
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The chorus is backed by the progression of quickly played chords G- 


Em7-Cadd9-G/B-A7sus4-D-C-G-Em (III-1-IV-I-T-VII-IV-IlI-i). After 
the chorus, the song moves to an instrumental bridge based on C and E 
that connects the chorus with the verse. 

The use of guitars throughout the song goes beyond just a series of 
instrumental and highly distorted interludes. According to producer 
Kolderie, the band decided to hand a guitar to what can only be labeled 
as anyone who was around in the studio that day’. “Sean [Slade] and I, 
the studio owner, the cook |...|" They were all given guitars and told to 
live up to the song's title. The multiple guitar noise that can be heard in 
the beginning of the track is the result of this experimental and curious 
idea; this ‘collage’ also includes Jonny Greenwood playing his guitar 
with a paintbrush. 

“Anyone Can Play Guitar" was played live frequently until 1996. From 
1995 onwards, Yorke changed the chorus to “I want to be in this band 


when I get to heaven". 


T. Yorke= Vocals, guitar 


J. Greenwood= Guitar 


C. Greenwood= Bass 


E. O'Brien= Guitar 
P. Selway= Drums 








00) RIPCORD 


A ‘ripcord' is a rope used when jumping from a plane; the chorus of the 
song states that someone has “no ripcord’. If we read the rest of the 
lyrics and combine them with a 1993 comment Yorke made at a live 
show when introducing the song, This is about signing on a label, 
having a lot of money, and having no idea of what to do with one's life’, 


it becomes clear that the subject who is missing the ripcord is the band. 


soul destroyed with clever toys for little boys 
It's inevitable, inevitable, it's a soul destroyed 
You feel it till you're dry 

You feel it till you've had enough 

And you don't understand 

No ripcord, no ripcord 

No ripcord, no ripcord 


Aeroplane, do | mean what | mean 
Oh it's inevitable, inevitable, oh aeroplane 


A thousand miles an hour 
On politics and power 
That you don't understand 


(Chorus) 


The answer to your prayers 
We'll drop you anywhere 
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Essentially, “Ripcord’ is a song about how once it signs into a label, a 
band starts moving into unknown and possibly difficult territory. The 
metaphor of jumping from a plane with no security is quite apt in 
communicating Radiohead's feelings. As luck would have it, the 
territory they did eventually ended up entering would bring them fame 
and success to unexpected measures; as Yorke apparently expected, it 


also brought them a considerable amount of trouble and hardships. 


Written in D, “Ripcord’ also employs a rhythmic device like the one in 
“You': the time signature constantly changes from 4/4 to 2/4 in the 
verses; this is present from the very first bars, which feature a calm 
cuitar riff based on G and D that suddenly changes to A as the rest of 
the band joins loudly; from there, the song changes its dynamics 
constantly. The song also employs some chromatic movement. The 
chorus includes a natural C# chord and a passing Bb that adds tension, 
subsequently dissipated when the song returns to home key. The outro 
also employs passing chords that include chromaticism, but still, 


“Ripcord never really strays away from its given tonality, given that 
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these chords eventually resolve to home key D. 


The band hasn't played the track since 1995. 


T. Yorke= Vocals, guitar 


]. Greenwood= Guitar 


C. Greenwood= Bass 
E. O'Brien= Guitar 


P. Selway= Drums 


00) VEGETABLE 








“Vegetable , like “Stop Whispering’, is a political song about taking 


direct action to change an unfortunate situation. 


| never wanted anything like this 

| worked hard, tried hard 

| ran around in domestic bliss 

| fought hard, died long 

Every time you're running out of here 
Every time you're running | get the fear 


| never wanted any broken bones 
scarred face, no home 

Your words surround me and asphyxiate 
And | burn all hate 
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Every time you're running out on me 
Every time you're running | can see 


I'm not a vegetable 

| will not control myself 

| spit on the hand that feeds me 
| will not control myself 


The waters spray, the waters run all over me 
The waters spray, the waters run 
And this time you gonna pay 


(Chorus) 


It is interesting to see how Yorke has changed his lyrical approach 
through the band's albums. Although all Radiohead albums include a 
number of songs that relate to political themes, “Pablo Honey’ is very 
different because of how Yorke develops these themes. He speaks 
directly and violently, and the chorus of a song like "Vegetable" could be 
easily used in a rally given how direct and aggressive it is. As we will see, 
latter albums like "OK Computer’ and ‘Kid A’ still talk about political and 
social topics, but in a much less obvious manner. It is also worth noting 
that the lyrics get more graphic and somewhat pessimistic. It is curious to 
realize that in a very short time span, Yorke's songwriting changed 


completely. 


It has also been noted that the lyrics might have been inspired by 
Radiohead's singing to Capitol. Despite having a rebellious meaning, 
“Vegetable’ starts off as a quiet and calm song, albeit the last one in the 
album to employ subtle time signature changes: one bar of 4/4, followed 
by a bar in 2/4, itself followed by one more bar in 4/4. This section 
presents harmonic movement based on a riff rooted in G (the key of the 


song) and on a sudden change to subdominant C. 
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The riff that introduces the song moves through G5, Gmaj7 and Gadd6 before 
changing to C 


The pre-chorus ("every time you re running’) becomes more 
aggressive and tense with a change to A7-Cm-G (II7-iv-I). The 
chromatic D# that appears in Cm is quickly resolved with a return to 
the home key (this use of a sudden minor subdominant that resolves to 
the home key is a very common songwriting device). Meanwhile, Yorke 
sings a brief and bluesy Bb in this chromatic change. The chorus of the 
song, on the other hand, returns to the harmony employed in the verse. 


The song also includes a bridge and a solo by Jonny Greenwood. 


oll 


The pre-chorus ("every time you re running’) becomes more 
aggressive and tense with a change to A7-Cm-G (II7-iv-I). The 
chromatic D# that appears in Cm is quickly resolved with a return to 
the home key (this use of a sudden minor subdominant that resolves 
to the home key is a very common songwriting device). Meanwhile, 
Yorke sings a brief and bluesy Bb in this chromatic change. The 
chorus of the song, on the other hand, returns to the harmony 
employed in the verse. The song also includes a bridge (E-D-C=III-V- 


IV) and a solo by Jonny Greenwood. 


T. Yorke= Vocals, guitar 


J. Greenwood= Guitar, piano 


C. Greenwood= Bass 
PH Os 5) C=) | Roma bbe Dum oy- (el eb etemrcorer- tls 


P. Selway= Drums 








00) PROVE YOURSELF 


First appeared on the "Drill" EP as its main single; therefore, it was 


Radiohead's first official single ever released, although in a different 
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version from the one released on "Pablo Honey". ’ Prove Yourself" was 
written with Oxford in mind. Once we realize this, the overall inspiration 


and meaning of the song becomes quite clear: 


| can't afford to breathe in this town 
Nowhere to sit without a gun in my hand 
Look back up to the cathode ray 


I'm better off dead (x3) 


Prove yourself (x3) 


| want to breathe, | want to grow 
I'd say | want it but | don't know how 
| work, | bleed, | beg, | pray 


(Chorus) 
I'm better off dead (x3) 


(Chorus) 


At first glance, it might seem that the song is about being stuck in a 
town and desperately wanting to get out. The listener can't help but 
infer that Yorke plans to get out of town through his music career. But 
maybe there is more to the song than just this teenage coming of age 


thematic. The line “without a gun in my hand’, combined with the 
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phrase ‘I’m better off dead" arguably directs the song to a more sinister 
and darker meaning. Maybe he needs to get out of town because the 
situation has become critical for some violent reason. Perhaps the 
narrator has to prove himself for a very specific reason. We can only 
speculate. 

“Prove Yourself" starts with Yorke singing and strumming a chord 
progression that starts off based on home key G and C, and then moves 
to D and Em. The refrain "I'm better off dead" is cut short the third time 
it is sang and, instead, the rest of the band unexpectedly enters the 
song, moving to the chorus. This latter section is based on Asus2 and 
Cmaj7, which provide an ambiguous sound to a song that is otherwise 
quite simple and clear. The second verse, now with Yorke backed by the 
rest of the group, is played faster and more rushed. After the second 
chorus, Jonny plays a frenetic guitar solo that leads to a quiet section 
where the harmony is provided solely by the bass. This quiet section 
builds up and eventually explodes into a final repetition of the chorus, 
which includes Yorke reaching, and maintaining for about 7 bars, a 
considerably high G. A song that uses 5 different scale degrees 


throughout, “Prove Yourself" could be considered one of the simplest 
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songs in “Pablo Honey’; it doesn't include any trace of chromaticism 


(not even in Jonny's solo). The track hasn't been performed since 1995. 


T. Yorke= Vocals, guitar 


J. Greenwood= Guitar 


C. Greenwood= Bass 
E. O'Brien= Guitar, backing vocals 


P. Selway= Drums 


0) | CAN'T 








‘I Can't’ had appeared in previous demo efforts by On A Friday; still, 
the song was last performed in 1992, before “Pablo Honey’ had even 
been released. The version in the album was produced by band 
manager Chris Huffed at Courtyard, and later mixed by Kolderie and 
Slade. 

The lyrics on this track are rather pessimistic, as the narrator states 


that he can't do something he is fully aware he should be doing. 
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Please forget the words that | just blurted out 

lt wasn't me, it was a strange and creeping doubt 
It keeps rattling my cage 

There's nothing in this world will keep it down 


Even though | might, even though | try 
| can't (x2) 


So many things that keep, keep me underground 
So many words that I, that | can never find 


lf you give up on me now, 
I'll be gutted like I've never been before 


(Chorus) 


The words almost seem like a response to the previous track. The 
narrator knows he has to ‘prove’ himself, but acknowledges he can't: 
“please forget the words I just blurted out’. Reading the lyrics, the only 
word that comes to mind is the same stated before: pessimistic. “/ 
Cant’ could arguably be considered a song about not being able to 


respond to a certain situation the way it would be best to. 


The track begins with a highly manipulated guitar riff. 
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This ambiguous guitar melody is soon joined by another distorted 


guitar; however, the initial and arguably experimental character of this 
introduction is forgotten a few bars later. The verse begins suddenly 
with the whole band joining in at the same time, and Yorke singing a 
high-register melody. The verse begins on home key G, but quickly 
alternates this chord with C and A7sus4, eventually ending the 
progression in a D5 chord. Thus, the verse is based on the movement 
from G to dominant D. After a melodramatic Em7-Cmaj7 transition that 


leads to the chorus, Yorke sings what could very well be one of the 


catchiest and most instantly hummable melodies in the whole album. 






Ey-en though | 


might, ev-en though | 
2.3. Ev-en though I. mighr, ev-en though I 














The chorus moves through G-Cadd9-D5-Em7-Cadd9. Therefore, we 
can State that the general character of the song is rather emotional, 
which, naturally, mirrors its negative lyrics. After the second chorus, 
the song moves to an instrumental section, which leads back to another 
repetition of the chorus (with a more dramatic variation of the melody). 


From there, the song moves to a final instrumental outro, introduced 
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quietly by the bass. Slowly, the rest of the band joins back and Jonny 
plays a guitar solo, which prominently features string-bending. There 
are almost virtually no songs in the band's latter catalogue that mirror 
the musical character displayed in “J Can't’. A melodramatic song that 
includes no chromatic movement whatsoever, it is a sadly underrated 


but worthy songwriting effort by Thom Yorke. 


T. Yorke= Vocals, guitar 


]. Greenwood= Guitar 


C. Greenwood= Bass 
E. O'Brien= Guitar, backing vocals 


P. Selway= Drums 


00) LURGEE 


Also produced by Chris Hufford, “Lurgee” is also a rarity amongst the 











songs in the album because the band kept on performing it until 2003. 
The general character of the song could be described as innocent and 


quite calm. ‘Lurgee is a colloquial word used to describe a non-specific 
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disease or unfortunate situation. It seems acceptable to state that the 


narrator in the song is in this situation because of a romantic 


relationship that hasn't worked out. Therefore, the lyrics are sung 


sarcastically, since the narrator feels exactly the opposite of what they 


are saying. 


| feel better, 

| feel better now you've gone 
| got better, 

| got better, | got strong 


| feel better, 
| feel better, now there's nothing wrong 


| got better, 
| got better, | got strong 


Tell me something, 

Tell me something | don't Know 
Tell me one thing, 

Tell me one thing, let it go 


| got something, 
| got something heaven knows 


| got something, 
| got something | don't know 


The narrator is hiding his emotions, trying to convince himself that 


“now there's nothing wrong’. 


69 
Throughout the whole song, the band maintains the same harmonic 
progression, which begins as C-Fsus2 (I-IV), and then, after being 


played twice, changes to Am7 (vi7); the track never strays away from 








diatonic idiom. el: ===" eee 
= 


The guitar riff upon which the whole song is based 


The rhythm of the song is a steady 4/4, which stays during the whole 
song; its dynamics, however, change during the instrumental outro as 
the sound becomes more loud and climatic. Yorke's singing is 
particularly soft and soothing, and features some passages that present a 
high falsetto G. The last minute and 20 seconds of the song are an 
instrumental outro that features Jonny playing a solo/riff/melody; 
however, it becomes clear that no instrument in this section is more 
important than the others and that the song's ending is probably meant 


to create a general melodramatic feeling. 


T. Yorke= Vocals, guitar 
J. Greenwood= Guitar 


C. Greenwood= Bass 
E. O'Brien= Guitar 
P. Selway= Drums 








0) BLOW OUT 


“Blow Out’ was a live favorite from 1992 to 1996; it was often played 
as the last track as shows, which seems logical given its exciting and 
dramatic ending. It is also Jonny's favorite track in the album After 
more than ten years of not being played, it was revived for two shows 
in Japan in 2008. 


In my mind 

And nailed into my heels 

All the time killin’ what | feel 

And everything | touch (all wrapped up in cotton wool) 
(All wrapped up and sugar coated) turns into stone 
And everything | touch (all wrapped up in cotton wool) 
(All wrapped up and sugar coated) turns into stone 


| am fused just in case | blow out 
| am glued just because | crack out 


Everything | touch turns to stone 
Everything | touch 
(All wrapped up in crinoline, all wrapped up in sugar-coated) turn to stone 


Fans generally agree that the lyrics, which include phrases sung by Ed 
O'Brien, are about the pressure people put on themselves. Even more 
so, itis often interpreted as Yorke talking about how hard he pushes 


himself. 


7 


The song is interesting because it is written in D major, but the chord 
never appears, and, thus, the song never really resolves the tension 
that it builds. The verse is based on Emadd9 (and on a brief 
appearance of C#), and on a subsequent change to G and A, which 
seems to alleviate the harmonic tension built before. However, not 
even the presence of dominant A is awarded a perfect cadence 
resolution. “Blow Out’ also includes a relatively short instrumental 
passage based around Amaj7 and Cmaj7, which does little else than 
create expectancy. At about 2:38, the song becomes quieter, and soon 
the whole group slowly starts to build tension; from there, the song 
changes to one of the most exciting, and most purely ‘rock’ outros that 
the band ever recorded: as the rest of the band plays frenetically, a 
guitar ascends more than two octaves chromatically; the climax of the 
song ends suddenly, without resolving the harmony. Live, this ending 
was considerably more spectacular (Proof of this is the band's 


performance at the Astoria in 1994). 


T. Yorke= Vocals, guitar 


]. Greenwood= Guitar 


C. Greenwood= Bass 
E. O'Brien= Guitar 
P. Selway= Drums 
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“Pablo Honey’ is constantly ranked as Radiohead's worst album. 
Perhaps this is unfair, given that it demonstrates highly 
respectable instrumental abilities and, even more important, a 
considerable talent for songwriting. When thinking about the 
album, we also have to keep in mind that is the work of a quite 
young and inexperienced band, who was, by all accounts, terrified 
of being in a studio. But it seems likely that the most amazing 
thing about "Pablo Honey ‘is the realization that the same band 
that recorded it was the one that recorded "OK Computer’ 4 mere 
years later. Although talent and inspiration are all palpable 
through the 12 tracks of the album, there is nothing that indicates 
such a musical quality and experimentation. “Pablo Honey’ is 
unfairly underrated, and its fame as the band's worst album is not 
based on the quality of the album itself, but on how it pales 
(considerably) when compared to the band's latter efforts. If the 
listener judges the album by its own merits, he Is likely to realize 
that "Pablo Honey’ is a stronger debut than most bands could 


ever hope to record. 





THE BENDS 











BASH GainOo 


- 1995 


- Recorded at Abbey Road Studios, London, England. RAK 


studios. The Manor 


- Parlaphone 


- Produced by John Leckie 


- Singles: My Iron Lung Street Spirit (Fade Out) 








High and Dry 





Fake Plastic Trees 





Just 





- Peaked at number 4 in the UK, 88 in the US 


-Track Listing: 





Planet Telex 

The Bends 

High and Dry 

Fake Plastic Trees 
Bones 

(Nice Dream.) 

Just 

IV/aya begoyale Fo hatoe 

Bullet Proof... (I Wish I Was) 
Black Star 

Sulk 

Street Spirit (Fade Out) 





Background: 





Radiohead was back from a heavily exhausting tour that nearly broke 
the group up. The success of "Creep “was overwhelming and the band 
felt smothered in a lifestyle they didn't feel comfortable with. Hoping 
not to become a one-hit wonder, Radiohead started recording new 
tracks, now with a more elaborate sound and style; their next work 
was a departure from their earlier effort, and pointed towards a more 
sophisticated and worthy musical successor. In 1994, they released 


EP “My Iron Lung”, which already moved towards a new direction. 


Recording: 





John Leckie was chosen as the new producer, and the recording would 
be in Abbey Road, RAK Studios and The Manor. The engineer from the 
sessions was Nigel Godrich, who has been working with the band ever 
since. Pressure to follow the huge success of “Creep “was high, and the 
first months of recording were very difficult. The sessions began on 24 
February, and EMI chose October as the release date. Due to the 


constant quest to make a song better (“its not good enough), 


Greenwood's search for a certain new guitar sound, 








CeVie eXoheted ote sre) erou-l eu ar-Coavane ole)orcd elem elcmot-(omr-mcyol-relt- melon eKen m-DeKeur- miei elcrenentcre| 
tour, the release date was postponed. Whenever a label representative 
went to the studio to check on the album's progress, the band would show 
him a “drum sound or something”. The search for the lead single proved a 
hard task, and the band took a break in April. However, by this time, the 
band had already recorded some songs. Back on the studio, on 16 June, 
with new confidence from touring and from testing the new songs live, 
Radiohead recorded the rest of the album. Radiohead went on to praise 
Leckie for his work on the album; the band said that the producer had 
eliminated their fear of studios, which was a main problem in their 
previous albums, and made them feel able to record "The Bends’. Leckie's 
mix, against his knowledge, wasn't used; instead, EMI decided to remix the 


tracks in the United States. 


Packaging: 





The album cover features a CPR mannequin filmed on an old camera, 


shot by Stanley Donwood. The reason he had to use such a cheap and 


simple image had to do with the little money he could use in the project. 











Reception and Legacy: 

The album was an instant critical success in the UK, where it climbed to 
number four. After touring the USA, the album also became acclaimed there 
and sold well; despite of this, it is Radiohead's lowest charting US album. 
The band was now seen as one of the most important young acts of the 
moment. Some started calling the album a ‘classic’ and it was compared 
favorably to the band's previous album and to other band's of the moment. 
Yorke was called the next “Rock martyr’ and, generally speaking, the public 
was thankful for a British band with a different style than those of Britpop. 
Retrospective reevaluation has been very kind to ‘The Bends’. Rolling Stone, 
Q Magazine, Virgin, BHSA, NME and Paste have all ranked it on lists of the 
greatest albums of all time, or of the 90's. The band continues to perform 
most of the songs on the album; some of them are some of their best-known 


tracks. 


REVIEWER 





RATING 


AllMusic 


Entertainment Weekly 
The Guardian 


Los Angeles Time 
NME 


Rolling Stone 


B+ 


9/10 
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But more important than any critic were the band themselves: they had 
begun evolving towards a new direction, one with a more elaborate and 
intricate style and sound. It would march towards unique trademark 


musical works in the years to come. 





Live At The Astoria 1994 








Music: 





"The Bends" represents the start of a shift in songwriting, from teenage 
angst lyrics to more global, although cryptically expressed, themes. Even 
though this change was palpable, some people thought the song's themes 
were the same as in the previous album, only more mature. 

As for the music itself, Radiohead started to incorporate more 
instruments, which brought new textures, moods and possibilities. 
Different keyboard sounds, guitar effects, a cello, a viola and a violin all 
appear in the album. An evolution was on its way; songwriting, 


meanwhile, reached new heights in various songs. 








The album's main musical influences are still Alternative Rock bands 
like Pixies, Dinosaur Jr. and R.E.M. However, there is one album that 
has been cited as a heavily influential work while recording "The 
Bends’. John Lennon's 1970 album, “Plastic Ono Band” (Producer John 
Leckie was working in Abbey Road while the album was being 
recorded) was a huge influence on Yorke: "Lyrically, I love that album 
because it makes you feel really uncomfortable". Leckie also introduced 
the singer to the music of Tom Waits during the sessions. “The Bends” 
also marked a new period in Radiohead's songwriting: whilst in the 
past album Yorke had written all the songs, now all of the band 
members added something to the new material. As the singer puts it: "I 
wasn't even responsible for all of the chords’. This is also connected 
with the start of Radiohead's trademark sound, as all band members 
were now becoming aware of their own possible arrangements within 
a song. 


This, Ed claims, was something they weren't aware of when recording 


“Pablo Honey’. 
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Thom Yorke: "The product of a single sex education, romantic novels and 





art college." This is how the band's singer describes the first song off “The 
Bends”. 'Planet Telex” was the last song recorded for Radiohead's second 
album, which explains why its musical character is so remarkably 
different than to that of most of the album. It doesn't seem surprising that 
Radiohead chose as the album's opener, given that it presents a much 
different (and more mature) sound than the one previously presented in 
“Pablo Honey’. "Planet Telex” also stands out amongst Radiohead's work 
in 1994/1995 beacuse it was entirely written on the studio. The song was 
recorded after band and producer went out to eat dinner at a restaurant 
Gee Vie obra veU Gm iisolomersuer-vuararci0y 0) 0) 0(c16 m colores ce) emnelcmor-vecemoleumeolelcebelmmmnor-te 
night because their chef was unavailable). When they came back to the 
studio, an impromptu song recording started taking place. John Leckie 
stated that the recording was done in ‘a couple of hours’, and added that 
it was ‘refreshing’ and "fun". This is remarkable because the overall 
feeling and character of the recording sessions for "The Bends” was 


anything but “fun”. The improvised character of this late-night session is 


probably what made the recording so easy. Leckie also remembers that 








Leckie also remembers that the vocals were recorded at four o' clock in 
WoLcmonloymeusercam-bolemuct-lum Ce)u comer velcmhisbercmepemaeromeeywelssemenmsnel.qr-velemuulamele 
idea of what it was that he was singing. Jonny left the session after 
helping Thom with some of the verse; O' Brien, meanwhile, commented 
on the phone in 1995: "A drunken evening that spawned probably my 
favorite track. Thom's one-take vocal crouching in the corner was 
particularly memorable; he may have been unable to stand. Love Colin's 


bass groove thang on this." “Planet Telex’ was released as part of a 


double A-side single, along with “High & Dry’; somewhat unsurprisingly, 


the latter song was much more succesful. 
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Ue 89) You can taste it but it will not form 
You can crush it but it's always here 
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(Chorus) Saying, everything Is broken 
Everyone is broken 


You can force it but it will stay stung 

A 4) b o)Uer-lameldUijamiar-\ome|aYar-lomr-mele) are 
b Zolemer-lamc-|| alam acelantsmsiir-1(e]almige)samesveialere) 

You can kiss you can break all the rules 


(Chorus) 


(Outro) Why can't you forget (x3) 








"The Bends" marks a shift in lyrical style for Thom Yorke: from now on, 
his words will become increasingly crpytic and ambiguous. The track 
was initially called "Planet Xerox", but had to be changed to “Planet 
Telex” due to copyright problems; however, Yorke's message still seems 
arguably clear: the song is meant to be understood asplanet machine . 
Hence, the song has an important element of generalization. The words 
seem to talk about escaping something, or trying to make something stay 
a certain way. This interpretation could refer to both communication 
and to depression. If wee see the song as about communication, we 
understand that the narrator tries actually communicate; but 
"everything is broken", and, therefore, this is not possible. The first lines 
might be about being creative and not being able to find words. Here, 
Yorke is expressing the monotnous, but sadly common, feelings people 
tend to encounter in daily life: disappointment, sadness, anger... Under 
this inteprretation, "Planet Telex” is a pessimistic track in which Yorke 
indirectly states how people are bound to live in a state of perpetual 
unhappiness. The song begins with ambient sounds, after which a 


keyboard, a guitar filled with tremolo, and the drums come in. The 


drums are actually loops put together from a version of Killer Cars’, 








which explains their electronic character. Phil to Modern Drummer: ‘It 
can be an exciting and fast way of working. Just throw a load of your 
drumming on tape and spice it up. I suppose some people would think 
that I was bit of a cheat, but what's a cheat if you can respond emotionally 
and it's good music?.. “Planet Telex” presents what would eventually 
become some of Radiohead's musical trademarks: electronic elements, 
melodic bass lines, deep and layered textures, and chromatic movement. 
fWelcmaduciemoy-Dacme) a et-dmceleyehvaelcr-baembemnotmyoyelcm-lbacr-Cehimel-Ducmmeteriom-)(-9000=90 Lisp 
E-A-E7-Am/E. Played by a manipulated piano, these chords indicate scale 
degree movement between tonic and subdominant; however, the E major 
tonality of the song is never left entirely, given that when disruptive Am is 
played, E remains in the bass; is passage resolves fittingly in a minor 

jo) FetexeUmor-Kolselercm ume) eomciblorelopoebeer-belmmmemuepel comm est-velem-Velomebubucetom-Ducmcieleyel 
joined by Colin's melodic approach to bass playing; afterwards, the song 
moves to the verse (presented dramatically by omitting drums), and 
Yorke begins singing. The main harmonic instrument in this section 
changes from piano to guitar, and presents a progression based on 


oKobecubotcbelemnmr-vocomepomcpblolecovecdbet-belmmaemolelscmesle)wekcm-lucmo)thucemusiae 


important chromatic movement. These movements are exactly 








the same in both cases: E to D#, then to D, and then to D# again. Thus, 
the bass movement in the song never leaves the diatonic idiom of E 
major, but the triads and tetrads formed from scale dgrees IV and V do 
move chromatically. The chorus presents the same movement, but now 
based on home key E; it forms the progression E-Emaj7-E-Emaj7. 
Hence, the movement in the chords is always the same, but at the same 
time, it alwys happens on a different scale degree inside the chord: the 
movement is based around on the mediant when on B, on dominant 
when on A, and on tonic while on E. The song is constructed of a 
standard structure or form, and has a strong emphasis on dynamics and 
instensity (quite usual of Radiohead). 

“Planet Telex” has been a constant in Radiohead's live repertoire since 
its release, altough it was featured more prominently in live shows in 


the year's following the song's release. 





J. Greenwood= Guitar, organ, recorder, synthesizer 
C. Greenwood= Bass 





T. Yorke= Vocals, guitar, piano an 
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E. O'Brien= Guitar 
P. Selway= Drums 

















OD THE BENDS 


The medical condition known as ‘the bends ' happens when someone 
comes out of the water too fast, and it causes huge physical damage. 
Radiohead chose this concept as an apt metaphor for their situation 
after “Creep”: the sudden fame of the single caused a great deal of 
damage to the band. As Yorke told Billboard in 1995: "I guess we just 
came up too fast’. But the song was created before “Pablo Honey had 
even been released. It was performed live very often, and it was actually 
recorded and released as a demo version in the compilation “Long Live 
Tibet’ (the song was considerably slower, and Jonny's recorder was 
more prominently featured); in 1993 it was known as "The Benz’, a title 
that was almost apparently kept for the album release. The version that 
appears in the album was recorded in a single take (Phil was in a hurry 
to go look at a house for rent), on the same day that "Bones" was 
recorded, which isn't surprising given that the band had been playing 
the song for years. Thom told Melody Maker that the song “is completely 
jokey, completely taking the piss. None of that stuff had ever happened 


to us when we wrote it. Also by Yorke, in 1995: "This song is so old I 


have no idea what it means anymore. For which I am glad’. 








(Verse 1) 


AS 4) 


Ceitowty 


(Verse 3) 


(Outro) 





VAVdalslg-me (OM (-melomicelanmalcla> 

i ialsm\e)celom-lco mere) pallaremeleiar-limy (21100 
Where are you now when | need you 
P(e) al=me)ame-lam-liselrelal> 

Falling asleep against the window pain 
Wha o)(efore mY VI i taler.<ole 


Mat=\-\om (OM r-tamen aisles lerelia 

som al(o(-m-llmtat-meliaar-|arem ey-lie 

iOr-TUl{-m Kom ol-m-\er-|a-1emsar-|Miaioleo wom alelialialemelale(-)aalcr-lip 
And who are my real friends 

Have they all got the bends 

Am | really sinking, this slow 


My baby's got the bends, oh no 
We don't have any real friends, no no no 


I'm just lying in a bar with my drip feed on 
a=) diatom Com anh are iaiiatlare, 

VAVE=Vitiaom Co)mmsye)pal=1ialiale mom ar-le) elle 

And | wish it was the 60s, 

| wish | could be happy, | wish, | wish, | wish 
a Mat-lmcro)ant-1ialialemyielejcomar-le)ey-va' 


WAVdal=)aomeloMu-melomixelanmalcla> 
WM at=mo)(elalsimour-lime [Ulanlent-comel om |amr-Mcx-t- me) imi-y-ls 
And where are you 


i Bat-\vae)celele|almiamial-m Om WAN 


i atciar-la) cow larom talom'ale)(-m pats) elalssom (ome) (@)) Mm anl=mraNVce hs 
Iolo) (o)!manismc.avmaliele 


(Chorus) 


MAY lalecomihccmrelalem e)acr-liar> 
Mclean (om olom oy-lame)imialomalelant-lame-le> 





One could argue he main theme of the track is fame. Everything 
described in the lyrics are negative effects of fame and success, caused by 
the commercial reception of “Creep”. There are references to touring 
(“falling asleep against the window pane... ), inability to express oneself 
(‘words are comin’ out all weird...) , doubts about the future (“Where do 
we go from here’...?), fear of being superficial ("I need to wash myself 
again... ) and paranoia about how people see you ("But who are my real 
friends?..."). Jonny shared with Fender Frontline in 1993 that this last is 
concerned with very real feelings: "Like the rest of the band, he [Thom] 
sort of doesn't have any friends, really, which is a bit weird. We got back 
to Oxford after touring...and it was really sad. We all got home, and | 
phoned up one or two people that we knew, who were away, and then 
we ended up sort of phoning each other up again. The words in the 
song, nevertheless, are very exaggerated and not completely serious: 
according to Yorke, the references to the human race, the CIA and to 
wishing it was the sixties are humorous (’|...Jit’s got to be a bit funny, 
hasn't it?") In the outro, Yorke wishes to be part of the human race: he 


wants to be normal again and go back to living life easily. Words like 


“planet”, ‘fear’ and the CIA evoke a social theme in the song. The lines 








about the latter are interpreted as an allusion to the industry's efforts to 
get the band to the highest level of fame possible. Even the CIA is here to 
help them “blow sky high". The chorus talks about the need fora 
machine ("Drip feed “...) to go on living, and a desire to go back in time to 
an era of supposed peace & love: the 60's. This line, metaphorical and 
hyperbolic, was taken literally; to Yorke's disgust, he was often asked in 
interviews why did he like that decade. The first thing heard in the track 
also comes from touring. Yorke: The sound at the beginning comes from 
this caterwauling mayhem outside this hotel in the States. There was 
this guy training these eight-year-old kids, who were parading up and 
down with all these different instruments. The guy had this little 
microphone on his sweater and was going: Yeah, Keep it up, Keep it up.’ 
So | ran out and taped it.” The song is a pure 90's rock song, witha 
strong Pixies influence in the dynamic between soft sections and loud 
explosions. The harmonic character of the song is introduced in the loud 


and energetic introduction: 


D -Cadd9-G/B I-VII-IV/VI 


a, 


Cadd9- G/B VII-IV/VI 


Cadd9 VII 








After a repetition of this progression, Thom comes in with a high F# that 


then descends. It serves as a highly energetic introduction to the song. 





The song then calms down: the verse starts with a quiet melody, and the 


distortion stops. A keyboard plays subtle chords in the background. 
Em-G-C a i-IV-VII 


Yorke almost whispers 
the lyrics. The melody 
moves quite simply 
through the three-chord 
progression; however, it 
includes subtle 
crhomaticism between B 
natural and Bb 


Where do we go from here?. 





A brief instrumental passage follows. Based on A7 (IV7) and C (VII); it is, 
again, distorted and aggressive, reminiscent of the song's introduction. The 
verse appears again, but now it is also distorted and rhythmically 
aggressive. A minor 7th is also added to the C, which creates a conflict with 


the soothing feeling the verse had before. 








The chorus employs the same harmonic progression that the intro. It also 


uses a dramatic start-stop resource (‘oh no!") 


We don’t have a-ny re-al friends, 





The 2nd part of the chorus, calmer and even electronic-sounding, has a strong 


eAMOLOniZcrmcaehelanvasent-veveeneutciucrom color icm-bolem-vom-lecelekimmucrenlncremesl-scelenis 


ly-ingin a bar with my drip feed on, 


talk-ing to my girl-friend, wait-ing for some-thing to hap - pen, 





It is performed over the progression AZ (V2)-Em({il). It is based on montonous 
reptitions of A. 


Afterwards, the whole band builds tension by maintaining muted, 
aggressive and fast E5 chords. The drums pound in crescendo. Another 
verse, now more dramatic, and with trademark Greenwood guitar 

riffs /solos, follows. The chorus that follows features Yorke ornamenting 
the melody so that it sounds more dramatic: he sings higher, eventually 


climaxing in a high G. The successive E crescendo then explodes in a new 


levarsymelennaer 











It is based on G (IV) and C (VII). After some bars, Yorke comes in with a 


simple melody, repeated once but on lower notes. 


I wantto live and breathe, _ Iwantto be part of the hu-man race.__ 





The song ends with a softer version of the verse, with just Yorke singing, 
accompanied by a guitar. The melody is beautifully varied, and the track 
finishes calmly on an unresolved subdominant C chord, with the question 
“where are you now? left unanswered. A song comprised of many 
sections, and of many different textures and dynamics, ‘The Bends’ moves 
in a Surpisingly diatonic manner. Em is disrupted on very few occasions, 
and alwys in the form of in the form of minor 7th tetrads. As such, itis a 
song reminiscent of “Pablo Honey’ Radiohead, which is logical given that 
the song was written before that album was released. Nevertheless, the 
arrangement of the track prresent on "The Bends’ is far from being the 
same Radiohead of the previous album, as it presents a far more 

oh aF-VUSDobcabavcmcxonenolenmoele)ucmbolnacerclncm-Duu-bolcx-soelvelncwm-Devem-bem-Deole)ialolers 
structure composed of five different main sections. 


“The Bends” has been a constant live favorite in every tour since its 


release. 





T. Yorke= Vocals, guitar 
J. Greenwood= Guitar, keyboards 








C. Greenwood= Bass 
E. O'Brien= Guitar 
P. Selway= Drums 


























GD HIGH AND DRY 


Much like "Creep", “High & Dry” has the unfortunate status of being one of 





Radiohead's most famous and popular songs, but also one of the most 
disliked by the band members themselves. Also like "Creep’, the song 
comes from Yorke's university years, and was written before Radiohead 
had even been created; back in Exeter University, in the late 1980's, Yorke 
used to perform the track with an early band, Headless Chicken, as a Punk 
Rock number. By 1993, while Radiohead was recording “Pablo Honey , 
Thom recorded the song in a 4-track machine, backed by a Soul II Soul 
rhythmic idea; the singer decided to rearrange the track for Radiohead's 
debut album, although eventually they decided it wasnt any good; indeed, 
the acoustic setting in which it was arranged and eventually released was 
meant as a Rod Stewart-like joke. When recording The Bends’, the track 


was rediscovered. Jonny: “Our manager remembered it, and we thought 





no, it's not very good, but he got the tapes of it and when I heard it again 
after over a year, it reminded me |...| of “Mull of Kintyre’, that really 
horrible kind of single, but in a nice way. It was one of those songs that 
people hopefully would be playing as soon as they learned guitar or 
something’. The version of the song released on "The Bends" is actually 
the demo Radiohead recorded in 1993, and is according to Phil, “proof 


that demos are generally the best versions of songs. "High & Dry" is also 
one of the few instances in Radiohead history in which a released studio 
song wasnt recorded live by all members at the same time; Jonny and Ed 
added their instruments afterwards. O'Brien explained to Mac Randall: 
“We werent really into doing the song." Although the single went on to be 
inmensely popular and succesful, the band's dislike of the track was still 
paplable. In 2007, Yorke told Pitchfork Medi: "It's not bad... it's very bad’. 
The track also stands out for its lyrical themes, at least when compared to 
the general themes in "The Bends’: due to the period in which it was 
composed, it has a very different inspiration, one that resembles more the 


songs on ‘Pablo Honey’. "As far as I can remember, the words were 


originally about some loony girl I was going out with, but after a while, 


they got mixed up with ideas about success and failure.” 








(Verse 1) 


(Chorus) 


(Verse 2) 


(Verse 3) 


In 1996, speaking to Billboard, Yorke explained: "|...] when we came back 


Two jumps in a week 

| bet you think that's pretty clever, don't you boy 
Flying on your motorcycle 

WAV \ Cola} i ale r= lim tal-me|ge)eralem el-)alcr-liamvelemelse)® 


AGIIMAYZolelesX=)1i (6) ma srerelelaliiceye 

Kill yourself to never ever stop 

bo) UM eo) xe) <> mr-laleliat-vam palaces 

bColU co miUl dalialemiaicemsve)pal-italiaremyelem-la-maleyt 


DYoyam (=t-\\c-mani-mallelamme(e)aman(=t-\V,-m ael- ela e.-a) 


DJayilavemel om lamers) anuclect-lile)e 

yColUMY i melominl-melalc male mer-|alalelmi tall. 

All your insides fall to pieces 

You just sit there wishing you could still make love 


BB al-\accmialcme)alctom elon marciiomyele 

When you think you've got the world all sussed out 
A Balc\accmialome)alctom alone) e)imr-| Mele 

b ColU MIM el-mial-me)al-mciec-y-lanliale mele 


(Chorus) 


It's the best thing that you ever had, 

i Malcmel-s-)mlaljalemvcelem\\i>] mm =\V-) a aTele, 

It's the best thing that you ever had, 

i atom oy-y<) mialiale mele mat-\V.- Mm al- (em [ome le)alo mele hs 


(Chorus /Outro) 


to the track one day, it seemed like a mirror showing us all the things we 


had been through. After ‘Creep’ and the fatigue from all the touring, we 


were scared shitless, really, and people were interfering. We had to claim 


our creative freedom... That'll never happen again. Now we have so 








have so much freedom, we barely know what to do with it." Verse 1 
references taking risks in order to be noticed: apparently, this person is 
willing to risk his life in order to be accepted. Verse 2 talks about bad 
Lop eeveehepedcer-Lacopermucvmeercsombetclelsinimueme-ll qmoNliommselcmet-lwe-lneyenmalonmne 
remind this person that the people he's trying to impress don't like him 
at all. In verse 3, a certain ‘thing’ (friendship? himself? his own essence? 
his personality?), the best he had, is gone. While all of this is narrated in 
the verses, the chorus seems to represent the feelings of the narrator, 
who feels like he is going to be betrayed soon. 


The whole song is based on a single chord progression: 
F#m-A-E . 1-ITI-VIl 


This progression never changes in scale degrees. However, the exact 
chords are F#m11-Aadd9-E (sometimes Esus4); sometimes the A is 
Asus2. Open strings are also often added to give the song an ethereal 
LOLb OL me Deke mexoyolnalolelncmuemuslomelmcr-lmle)emey mien orcsele(-remer-vmeolevehmuemuel-muacle.e 


However, at no point during any of the track's duration is the E major 


tonality of the song harmonically disrupted. 











pret-ty  cle-ver, 


The melody starts on and tends to return to 
E, but also reassuringly accentuates E 
—_ you boy? ___ dominant A. It ends on the 3rd of E, G 





Since the harmonic progression is the same throughout, the song uses 
other resources to keep the listener interested. The drums often change: 
they start slow and calm, but by the chorus have become louder. This 
oo) aFsi meV ohemel or-Velexomeymrohiact-vecu(Ocw-belem mehiauenectcm cclcjomualcmcleyercmbelucvacriabelcam mele 
bass follows simple tonic-based lines and some guitar parts are constant: in 
1 Lud OL 0) MUNcyar- We OOLURMorOMNoAUDLU- Damo) E-hraueroaren oe) welcwer-Dom oom elcr-baemmulsevltcm-vem-leeleiale 
guitar is present throughout. The brief instrumental after the 2nd chorus is 
based on a guitar riff by Jonny, which is then repeated on the third chorus. 
However, there are a lot guitar lines/riffs/solos floating around (typical of 
Jonny). They are quite probably improvised. This is not surprising when we 


consider how much can be played based on just those three chords. 


4LLiiti 


fee 
tet 
Yt os 
as 


a 


f 


Don’t leave me don’t leave me 





The melody in the chorus is one of the band's catchiest, and leaves little doubt 
about the song's status a main single off the album. It features a simple idea 
that reaches a high "G' in both F#m and E. 











Jonny's guitar solo/riff 


Apart from its simple harmonic language, the track also features a 
straightforward structure, with amplitude for intensity shifts: three 
verses, each with their respective chorus. Despite of its popularity, the 
song hasn't been played since 1998. A logical end to what Thom Yorke 


once described as ‘An accident just like Evil Kenevil.” 


T. YorkKe= Vocals, guitar 
J]. Greenwood= Guitar 
C. Greenwood= Bass 

E. O'Brien= Guitar 

P. Selway= Drums 

















oD FAKE PLASTIC TREES 


By far, one of Radiohead's most popular songs, “Fake Plastic Trees" was 





released as the third single in the UK, while in the US it was the first off the 
Vlolebectam Wolevoomcn.qo)t-Dblc1embemeK-1e-bUmnol-mna-lel ecmencrlulejemuom-lennele)am\vc-lomic-belerlue 


“[the song began as] a very nice melody which I had no idea what do do 


with, and then... well, the thing when you have a melody, you go to sleep 








and you wake up, and you find your head singing some words to it. 
What I tend to do is I just keep notes of whatever my head's singing at 
that particular moment. Or if that doesn't work, I'll get some nifty 
phrases and just force them on. Sometimes I just force it on for the sake 
of it, ‘cuase you re not suposed to. But that song was very much the 
opposite. That was not forced at all, it was just recording whatever was 
going on in my head, really.. Thom has also stated “Fake Plastic Trees” 
was ‘the product of a joke that wasn't really a joke, a very lonely, 
drunken evening and, well, a breakdown of sorts." Talking to Melody 
Maker shortly after the album's release, Yorke reinforced the notion of 
the struggle of creating the song: "I almost killed myself writing it.” The 
track was finished one evening after Radiohead had gone to a Jeff 
Buckley show; Yorke was appearently inspired by Buckley, since he 
returned to the studio and sang the song twice, only to break down in 
tears afterwards. The soft piece was premiered in early 1994; the major 
difference between this early version and the one released is the 
arrangement of the rest of the band members: Yorke's role is already 


complete. Indeed, recording “Fake Plastic Trees” was problematic due 


to the lack of a satisfying arrangement; Thom described the process to 








The Denver Post: “It was very much a breakthrough on the album. The 
day we recorded that song was a complete nightmare. I had a complete 
meltdown, so everyone left the studio. It was just me and my acoustic 
cuitar, but there was something chilling hanging around in the air. 
Wed been there for a month, and that was the first time I felt any 
connection with what Radiohead's about. The funny thing is it took 
bloody months to get everything else on top of it to sound natural.” 
“Fake Plastic Trees’ was recorded through overdubbing, with the basic 
track being Yorke's acoustic guitar and vocals; Jonny reported the 
singer broke down in tears after three takes. It took some months for 
the band to succesfully add the overdubs. According to Ed, “There was 
one Stage at the first session when it sounded like Guns N' Roses’ 
‘November Rain. It was so pompous and bombastic, just the worst." 
Ironically, Thom would later say the intention was closer to Phil 
Spector than to the Hard Rock band of the late 80's. Also Ed: “This took 
a while to record only because it was hard to better Thom just singing it 
with an acoustic guitar.’ The day after the basic track was recorded, 


Yorke's university friend John Matthias and session musician Caroline 


Lavelle were scheduled to record a string arrangement written by 








Jonny. The younger Greenwood was quite happy with the appearence 
of strings: "Writing the string parts was my studio highlight, in a 
megalomaniac kinda way. " It took some months of frustrating work 
(“not adding stuff, but taking stuff away", according to Leckie), but 
when ‘Fake Plastic Trees” was finally finished, the band was quite 
satisfied. Phil, Ed and Jonny have also expressed great admiration for 
the lyrics. But perhaps most importantly, Thom Yorke stated it was 


with this song that he first felt like he had found his own lyrical voice. 


Her green plastic watering can for 
(Verse 1) her fake Chinese rubber plant 
Tam ialsmich.com e)iciilemsr-late 


NAdaks| cielo olel0(elalmice)samr-maule)e\-lmaarcla 
Talr- a (©)'\20 0] me) maule)ey-)m ey-lalels 
iKome (=) male me)mltsto11i 


(Oita lt wears her out (x4) 
She lives with a broken man 

A cracked polystyrene man 

(Verse 2) VAVatem [Utsimeralanle)(ctoar-latem olla ats 
He used to do surgery 

For girls in the eighties 


But gravity always wins 


(Chorus) hm (cY-lecm alsa meleim eco) 


(Verse 3) SJ atew lefe) Com <oMtaloMactelmallale 








tastes like the real thing 
My fake plastic love 


JU) Mm mer- lam mal-)/Omialcmicx-)|jale 
Moro) ul (om e)(e))\mialcolelelamiat-mer-) lave) 
Flea elsam-laemacla 


It wears me out (x4) 


hi merelel(omel-miualeMmyelemc-lalicre 
(Outro) If i could be who you wanted all the time, all the time 


Verse 1 could be a metaphor for an attempt to create something real; but 
society instantly makes it fake, since the origin of everything is already 
so. It soon becomes obvious that everything and everyone is unnatural. 
This wears her out, naturally. In verse 2 we see another example of 
society being fake, but now with values: a surgeon transforms people 
because of social reasons (unnatural values). Time and fatality are also 
palpable in this verse: his work isn't very appreciated nowadays, at least 
not as much as it was in the 80's, and gravity is going to undo it any way. 
Verse 3 seems to deal with the narrator directly: he wishes, even needs, 
to know the real thing... but he knows that this isn t possible. Even a love 
relationship is bound to let him down eventually, (a fake plastic love is 


one you hold on to, even when you know deep inside that there's no way 


it will work out), so he lives in desperation. Finally, our narrator is also 








worn out, but proclaims that he can't help it: he can't be who he is 
wanted to be, he only dreams of it (“If I could be..."), although this 
probably doesn't bother him, since it means there's something 
authentic in him. But it’s hard being authentic in a fake world. So the 
song could be a mix of those two interpretations: maybe it’s a song 
about a love relationship in the modern world. This option seems quite 
likely. Whatever the song's specific intepretation might be, its themes of 
identity, society and authenticity serve, in Yorke's trademark absurd 
allegorical style. It doesn's seem surprising that Yorke considers this to 
be the first Radiohead song in which his true personal lyrical style is 
present, since it is filled with recurrent Radiohead themes found in later 
albums, and these are expressed through symbolism. The Canary Wharf 
district of East London served as a very important inspiration in 
creating the song's imagery, and this is evident in the song's title, 
arguably chosen because it serves as a general indication of the main 
theme found in "Fake Plastic Trees”. Musically, the song moves 
diatonically in the key of A major; this is a rare case of a Radiohead song 


that doesn't include any chromatic movement whatsoever. Its basic 


scale degree movement revolves around A-F#m-D-A-D (I-vi-IV-I-IV) 








in the verses, and on Bm-A (ii-I) in the chorus and outro. As with “High 
and Dry’, the basic harmony follows those degrees, but there are slight 
chord alterations and tetrads instead of triads.The A can slightly change 
to Asus4, F#m to Dmaj9/F# (which leaves it with an A sound, instead of 
going directly to the relative minor). An E (Or E6) is also used briefly 
before changing from F#m to E, while D is often played as Dsusz2. In the 
chorus, Bm becomes Bm11. This little arrangements make the harmony 
richer, and there's little doubt that Radiohead plays the song like this. 
The song starts with Yorke singing and playing acoustic guitar alone. 
After some bars, bass and electric guitar come in. The chorus leaves 
Yorke alone with an organ playing chords behind him. The drums enter 
on verse 2, and slowly the song starts to increase its dramatic energy. By 
verse 3, an aggressive distorted guitar enters and the song reaches its 
climax. The next verse, the climax of the song, is introduced when Yorke 
maintains a high D, which then falls to C, in the chorus. This emotional 
explosion is caused by the intense playing of drums, strings, vocals and 
suitar; the keyboards/strings reach new heights. The verse then 


suddenly stops, and gives way to another quiet chorus. The outro is a 


calm epilogue, where drums play quietly as the ambience slowly dies, 








and Thom softly sings the song's final notes. This track is a perfect 
example of how Radiohead's smart use of dynamics and of a layered 


instrumental arrangement serve the dramatic purpouse of structure 


fittingly, and to great results. 





in the fake plas 


The song's undulated verse melody is notable for reaching a high A just as this 
same chord is played; it reinforces the tonic Key and gives stability to the passage. 
Plus, it shows off YorkKe's amazing falsetto. 


The Chorus melody is very soft, almost whispered, starting on C and ending 
on BThe Outro has elements of both verse and outro: it is also quiet and 
calm, but features a high leap, again to A, followed by a descent to a lower B. 
"Fake Plastic Trees “ is, without a doubt, one of the band's most famous 
songs. It is played live at almost every show, and often named amongst fan's 


favorite tracks. 


T. Yorke= Vocals, guitar 

J. Greenwood= Guitar, Hammond organ, string arrangements 
C. Greenwood= Bass 

E. O'Brien= Guitar 

P. Selway= Drums 

Caroline Lavalle= Cello 

John Matthias= Viola, violin 



































OP BONES 


“Bones” was created from a blues-boogie beat and first performed in 
1994 with an altered structure and duration. However, by the time it 
was recorded, on the same day that "The Bends", a day Jonny refered to 
as "easily the best day of recording’, and by this time, the song already 
had a definitive and settled structure and duration. Yorke: "We 
recorded this about four times before we got it right. The original had 
the ending going on for about a minute and a half, which was something 
Jonny got from The Fall." The closest Yorke has ever been to stating 
what was the inspiration behind the song was the dark and sarcastic 
comment “Have you ever been looking at someone's face talking and 
wondered what their skull must look like?" However, it it quite logical 
to speculate that the lyrics of the song were based on Yorke's 


realizations about physical health while Radiohead was on tour. 


eo [o)au mY\\c-lala(omr- mu el- mein] 0) 0)[-(emr-l ale mei r-le1,¢-ve) 
Shoulders wrists knees and back 

(Ci xelUlaremComel0l-jmr-lalem-lsie 

Orr WV ilaleme)aur-)|mielelese 


(Verse 1) 


When you've got to feel it in your bones 


(Chorus) 








Now | can't climb the stairs 
(Verse 2) Pieces missing everywhere 
Prozak painkillers. 


And | used to fly like Peter Pan 
FAN Miatsmeralielaslamilsy ian dalsi am mele (eva(svemiars)immat-laletse 


Yorke was concerned with the effects of touring on his mental and 
physical health. Its lyrics are quite clear. With the exception of asarcastic 
Peter Pan reference, which might cause a little more questions, the 
meaning of the words is quite obvious. Despite some clear references to 


erowing old, or simply incapable of everyday living, the song is written in 


a, 


a loud, almost cheerful tone. 


(Intro) BVA! V7 

(Verse) D-G-D/F#-Asus4 [-IV-I-V 

(Chorus) Em-D/F#-G-A i1-I-IV-V 
Bm/A-A vi1-V 


Musically, its most extravagant elements are in the rhythm, which changes 
from 4/4 to 6/4, and on the chorus, where, after an ascending chord 
progression, the guitars play a quite rare (in Radiohead) blues riff. The 


harmony tends to accentuate dominant A, which leaves a subtle ambiguity 


when establishing the song's tonality of D. 











The basic melody in the verses is based on ascending and descending ideas; 
they are varied constantly, but always end on a note that forms part of the A 
major triad 


The chorus melody, containing a 
sudden ascension to a high B (Yorke 
trademark) 





T. Yorke= Vocals, guitar 
J]. Greenwood= Guitar 
C. Greenwood= Bass 

E. O'Brien= Guitar 

P. Selway= Drums 


























COMTTCS LU) 








Originally written in 1992, this song was premiered as an acoustic 
number in 1993. Ed: "I remember when Thom first played the song to me 
on tape, just him and the acoustic. We were in my car and I had to rewind 
and play the song about ten times. We were supporting Kingmaker at the 
time at the end of 1992. "The first version of the song was a simple 
composition by Thom that used just four different chords, created when 
the singer went into “a sort of drunken coma and singing a song which 
became '[Nice Dream]|' That song refers to a story by Kurt Vonnegut 
[Cat's Cradle, published in 1963] where this crystal's been found that 
turns all water completely solid and someone drops it into the sea. If you 
want to kill yourself you just put your finger into the water.” By the time 
Radiohead was working on their second album, Jonny Greenwood had 
added some important harmonic elements to the previously simple 
"(Nice Dream)". The song was one of the first recorded for The Bends’, 
since it was initially considered as an option for a single. It features all 
band members playing acoustic guitar, which is essential in creating its 


generally ethereal and lullaby-like character. Thom Yorke: “We all 


debuted playing acoustic guitar on this in a sort of cosmic Kumbaya 








outside the studio. There's this awful photograph of us all sitting ona 
lawn with headphones on. The lyrics came out of a half-drunk dream | 
had, one of those where you don't really sleep properly. It's about our 
relationship with people generally.” Deeply sarcastic, just like its creator, 
"(Nice Dream)" deals with the pessimistic idea of false happiness. 
They love me like | was their brother 
(Verse 1) They protect me, listen to me. 
They dug me my very own garden 
Gave me sunshine, made me happy 


(Chorus) NitercMo|cY-lanmmallecsmeli=y-100 eco) 


Mor-)| MU] om aahvmia(-)alemial-melelolem-lare(-) 
But she's out with, her answer-phone. 


(Verse 2) she says she'd love to come help but 
The sea would electrocute us all 
(Chorus) Nitexsmeo/a=¥- lane (iimycelemialial quar] m\.eluma-M-jine)alem-larelulelap 


Nifexcmelg=rolaaMClMcelOmtalial q@icar-im\ce)0m el-)(e)alem-lalelelelap) 


UX o)Vaeoxe) aal=m ato) aal=mmm ale)umere)aat-male)ani=)) 
UX o)Vaoxe) a al=m ale) ant rm ale) mere) aal-male)aa=)) 


(Outro) 


The concept of a false illusion is essential in understanding Thom’'s 
message within these words. The song deals with a supposed love (not 
necessarily a romantic love) that the narrator receives. But as a response 


to the happiness described in the verse, the chorus comes in and denies 


everything as just a dream. The second verse is harder to interpret: one 








could say it also deals with these ‘realities’; however, they don't seem to 
be very happy: the angel is ignoring the narrator. Maybe verse 2 is the 
new reality of the narrator, after he realizes it's all a dream. The backing 
vocals, sung by Thom, that come in as the song is nears its end, appear to 
challenge the narrator to keep on living under this hard situation. These 
lyrics, about deception and a miserable life, are part of a song whose 
music seems ironically dreamy and cheerful. It is notable for its chromatic 
chord progressions, which give the song a sophisticated sound. “(Nice 
Dream)” famously begins with a descending idea played on acoustic 
guitar(s) that goes from C to A. It incorporates what is known as ‘The 
devil's interval’, an augmented fourth (between A and Eb) that creates a 
considerable amount of tension. (Its use was actually banned by the 
church in the Renaissance. However, Jazz and Blues employ it constantly 
in the form of Dominant sevenths; Black Sabbath has also employed the 
interval ironically in their 1970 song "Black Sabbath’). Jonny described 
the intro to Mac Randall: “It used to be F# minor, and we just made it F# 
with a second-inversion B major at the top. It sounds like a song from a 


show, a kind of Cole Porter chord". Yorke initially “couldn't stand that 


intro chord. Which is the best bit of the whole song. But I hated it when he 








wrote it wrote it. | could not get my head round it. For me this song was 
JLUESion oLcrcXcup KOLeD umen XO) me Comexo) boom meluneKemr-DoLemaelenetem-Derem Muvctomellulacmer-volenmuian 
that. But things like putting these extra bits in take the song from being 
just going round and round without pushing it in other directions that | 
sTVCoLe Ne ok-hUcem ol cardcs amu oLelocsd ohommaUere mnor-lemcmmolomuraole) (omolepbelme) mae-vonlovelcr-lerm 
think, really’. The intro chords (Cmaj7-Badd11-Bb#/11b9-Aadd9) 
include thehighest strings on the guitar, B and E, played openly, which 
adds to the ethereal ambience of the track. After this progression, a brief 
passage follows: Aadd9-Aadd9#11 /b9-Aadd9-Aadd9#11/b9. Here, the 
harmonic movement is based on chromatic tension on the tonic key and 
serves as avery brief connection to the verse. This short bridge between 
introduction and verse presents drums, electric guitar and bass. The verse 
moves through scale degrees I-IV-V, and then returns to tonic A through a 
perfect cadence originated through a dominant seventh (which also 
subtly includes the devil's interval). As it’s typical of the song, the 
harmony in the verse is suspended due to the use of tetrads instead of 
mere triads: Aadd9-Dadd9/6-E7sus4. Meanwhile, Thom introduces a 


sustained melody based on D, the 4th of A, and on B. In the chorus, guitar and 


string arrangements come in, adding to the ambience of the track. After 








playing Bm11 (i1) and E7 (V) when the song’s title is sung, the track falls 
back to the previous Aadd9-Aadd9#11 /b9-Aadd9-Aadd9#11/b9 
progression. The first chorus lasts only a few bars, but the second 
appeareance of the section is longer and adds overdubbed backing 
vocals. It also adds a brief passage of B7/F# after Aadd9. The second 
chorus finishes on a chromatic lowered supertonic, Bb, which serves as a 
tense connector between chorus and Instrumental bridge. In contrast to 
the rest of the song, the bridge features distorted guitar riffs and 
ageressive drum playing. Jonny's aggressive bending is especially 
noteworthy. This section is based on the progression Asus2-Bsus4- 
Cmaj7-Dadd6/9, which includes important chromatic movement in its 
use of natural C. The tension created in this build-up section is then 
relieved in a soft, wordless version of the chorus; eventually, the song 
ends in a calm, and less sophisticated, version of the chorus (and with 
farawy whale sounds’, courtesy of producer John Leckie). The harmony 
in this song is notable for the aforemnetioned use of tetrads, and for its 
its chromatic movement; also, the guitar arrangements (especially in the 


chorus) are chromatic-inclined. All of this gives the song a very particular 


sound, with a lot of dreamy passages, but also with a lot of moments that 




















create and relieve tension: A major is always ambiguously reinforced as 
home key (although the song ends on an ethereal Bbmaj7add#11b9). “(Nice 


Dream)" hasn't been played very often since around 1995/1996. 


T. Yorke= Vocals, guitar 

J]. Greenwood= Guitar 

C. Greenwood= Bass, guitar 
E. O'Brien= Guitar, guitar 

P. Selway= Drums, guitar 
Caroline Lavalle= Cello 
John Matthias= Viola, violin 


COMITES 


The energetic "Just" was released as the fourth single off “The Bends’, and 





























was, according to Colin, the "first track we put down properly at 

RAK." The song was born out of good-hearted rivalry between Jonny and 
Yorke: "A competition by me and Jonny to get as many chords as possible 
into asong. This is reinforced by Jonny's comment to Guitar World that 
writing Just’ was like ‘was like writing a medley.” When the track was 
first rehearsed, it had a duration of seven minutes; after Jonny's solo was 
recorded, Thom said the song was ‘the most exciting thing I ve ever 


heard us come up with on tape." 





(Verse 1) 


(Pre-chorus) 


(Chorus) 


(Verse 2) 


Can't get the stink off, 

He's been hanging around for days 
Comes like a comet, 

Suckered you but not your friends 


OJ aT=mer=\Ymal-nlme(>1mcomiel0p 
AK =y- oi Y(olumale)u mom el-m- male) \ymee) iy) 


bo) Mo lomimiom'.el0la-\-)1m\,e]0 mele 
And that's what really hurts is 
b Zo) eo fomimcomyolele\-)1m [Ulo/m\Zel0F 
b Zo) Talomaleneatomsl i> 

b Ko) U Ro lomimiomelelest-)i 

b Co) U Mo lomimiomelelest-)hi 


DYo)am mel=) manhvarsy'200) exc liahvmarclale|/alemelel minicom noliamilele)s 
You've changed the locks 3 times, 

(Mill | exe) anT=toM acre) |/alemialcelelelamigi-melele)s 

Ol aT=Mor=\A mV llme(>) mcomyele 

And Teach you how to get to purest hell 


(Pre-chorus) 
(Chorus) 
(Bridge) 
(Chorus) 
Coltiade)) 


The inspiration of the song, which Thom said was a narcissistic friend of 


his, seems to be just one of the possible meanings of the lyrics. Usual 


topics like society, modern life, paranoia and depression all seem fitting as 


well. As always, one interpretation doesn t exclude another. 








Depression seems palpable in the lyrics: one ‘can't shake it off", it 
affects “you but not your friends’ (it doesn't happen to everybody, and 
the ones that do live with it, often feel isolated and separated from their 
oh Kokomo) oX=xcp par 00 Lem omer hURYc1e ml ohime) eXomcmOnuiaomcodbelem-bolemucrolercdoion @melemimmne 
yourself"). Guilt or Paranoia also seem to be fitting: they both make a 
person unable to think straight and obsess, and are caused by no one 
else but the person who lives with them. In all 3 cases, modern 
life/society could be identified as the roof of these problems. Lines like 
“comes like a comet’ (problems suddenly come, out of nowhere), 
“hanging out the 15th floor’ (suicide) or “changed the lock three times, 
he still comes running through the door’ (no escaping these feelings) all 
make sense in these scenarios. Both “holy cow’ and ‘purest hell”, which 
appear on the pre-chorus, seem to be a reference to death, afterlife and 
religion. 


The song is based on power chords and muted strumming. The track's 


C-Eb-D-F I-ITb-I-IV 





Introduced by acoustic guitar, then joined by the rest of the band, loudly, and with 
an ascending-guitar melody by octaves, which will reappear through the song 









This riff, played by Jonny, includes chromatic relations, which follow the chords 
and their according chromatic movements 


(Verse) Am-Ab-Eb-F vi-VIb-IIb-IV 


The song calms down in the verse, which is repeated three times. The 
second time, F is replaced with Bb (VIIb). The Eb and F are played 


instrumentally, and back an ascending guitar riff. 





he’s been y-ing round for days,__ 


(Pre-chorus) Am-Ab-G-Gb-F v1-VIb-Vb-IV 
To build tension before the chorus explodes, the song follows a slow 
chromatic descent, from A to F, after which the band stops and Yorkes 


voice breaks dramatically. A guitar doubles the vocal melody. 


J a = eee ary = 
Rei EE ees 


ts = tT 
a j —— ie 





One dayhe’ll get_ to you, and teach you fen 4 to be a ho - ly 


The chorus, introduced by Yorke's vocals, is considerably faster than the 
verse, and moves through the progression C-Gb-F. After the chorus, the 


intro progression is repeated again; the same verse/pre-chorus/chorus 


structure is repeated, and then the song moves to a bridge based on 








chords with no mediants: E5-D5-C#5. A brief aggressive section 
follows; another ascending-guitar melody appears, backed by chromatic 
harmony. However, it soon ends and gives way to a new Section, based 
around Am-Ab-Eb-Bb (same harmony as the verse) and Am-Ab-G-Gb-F 
(same as the pre-chorus). Here, two guitars (Jonny and Thom) playa 

JaXop ecko) eo) exepencom cats) Corehvanvomet-bwsceponrar-Devem ohrmeorel i: hrc mm Wol-m eter: Bumiome) tA cre 
loudly in just one strum, after which the music stops dramatically. Out of 
the silence comes a highly distorted guitar, which is backed by the chorus 
harmony. The guitar ‘solo’, which consists of feedback and noise, lasts a 
few bars, before Yorke comes in with the chorus again. After a dramatic 
repetition of the chorus, the song calms down again, now on a new 
section based around C-Bb5-A5-Eb5. The guitar solo from before has 
reached one of the highest notes a guitar can create: it maintains this C for 
almost 4 whole bars. Another faster and louder section follows, with yet 
another guitar solo. The song then ends suddenly on AS. “Just” has about 
VAC UGGKS) Us) ON URCTo1 010 (0) OLSHur-D0Le UNH OXsIn c-Lenmm Wat-Lumae-Leble)elst-lem icm-le)(smuemelmr-llmesmuel=se0) 
(and their repetitions) into a 4-minute song demonstrates their 


songwriting talents. This track is also a perfect example of Jonny's 


aggressive electric playing: both his riffs and solos have a quite personal; 








he will explore (and experiment) with these kinds of playing further on 
“Paranoid Android”. This track, just like “The Bends", displays a facet of 
Radiohead that is reminiscent of the style presented in’ Pablo Honey’, 
but far more developed and refined; aggressive and energetic tracks 
such as this will become less and less frequent in the band's catalog as 
their discography progresses. Harmonically, “Just’ tends to move 
chromatically. Although many chords might be interpreted as results of 
very ambiguous modal mixture, they are best understood as mere 
chromatic movement that creates tension in the track. Yorke's vocals 
mirror this tendency, and are especially common in the form of a Blues- 
like flatted C mediant, Eb. Hence, the supposed C major tonality of the 
track is disrupted constantly, and at no point during the song does it 
move diatonically. 


The band performed the song widely during the years following the 


release of “The Bends’; however, Just" has not been played since 2009. 


T. Yorke= Vocals, guitar 

J. Greenwood= Guitar, Hammond Organ 
C. Greenwood= Bass 

E. O'Brien= Guitar 

P. Selway= Drums 























wy MY IRON LUNG 


The “My Iron Lung’ EP was released in late 1994. Its title song was a 





small but significant sample of the new sound Radiohead was starting to 
develop, and it was also the first single off "The Bends’; however, its 
commercial reception wasn't particularly succesful, mainly because 
“there was no real release planned’ (Jonny). This seems ironic given that 
“My Iron Lung” has gone on to become one of Radiohead's most 
celebrated recordings. The track was written after the band dropped out 
of Reading Festival due to Yorke's strained vocal cords, around the same 
time that "Street Spirit’, and according to Yorke, [it] was supposed to be 
[...| the final nail in the coffin, really, in the coffin of the previous song 
that shall remain nameless.’ Indeed, "My Iron Lung” was written as an 
ironic comment on the giant succes of "Creep". Here, Radiohead applies a 
clever metaphor: just as people need a lung to keep breathing, a band 
needs a hit single to continue in the music industry. But the metaphor 
goes a little beyond: Radiohead had ‘Creep’ as their lung; but it wasn t 
just any lung, it was actually an iron lung, a machine that allows its user 


to breathe, but keeps them from moving (it is most commonly used for 


Polio). So since "Creep” was a huge hit, it kept the band able to breathe in 








the music industry; but it also became a considerable creative restraint, 
ATV oDCol elmo ek-CeCommolcm or-VeKomepetcle)(omnementoncmbom- melon nimeolutscelmeleucranleyer 
Famously, the version of the song released on ‘The Bends” was taken 
from a live show in the Astoria, London. In Jonny Greenwood's words: 
“{It] was recorded live in the London Astoria and we just happened to 
record it onto a 24-track tape and having not done a very good version in 
the studio, we thought that it sounded much better from this concert, so 
we just used that.” The only latter addition to this live take was Yorke's 
vocals, which were overdubbed afterwards. A common conception of the 
track at the time of its release was that it resembled two different songs 
combined in order to create a new one: when asked about this in 1995, 
Jonny replied: “We wanted to take it somewhere else and make it slightly 
hysterical but only for a limited time we were just playing with the idea 


of tension; building up tension and releasing tension." 


(Verse 1) Faith, you're driving me away 
You do it everyday 
bo) olo)am mani-y-lamimeleimimalelaccm il <¢omarey| 


My brain says I'm recieving pain 
yANa f= (eo) qe) me).aVe[=18) 
ma KOlenmaah’amliicwsie] ©) ole) em palace lamielare 








AM 4) 


(Chorus) 


(Verse 3) 


(Bridge) 


We're too young to fall asleep 
Too cynical to speak 
We are loosing it, can't you tell’? 


We scratch our eternal itch 

Our twentieth century bitch and we are 
grateful for our 

Teovammelare) 


The headshrinkers, they want everything 
My uncle Bill, my Belisha beacon (x2) 


suck, suck your teenage thumb 
ie) |(=\m te lalcrem-lalemelelgale 
WAVdatclalmiato Ole)u(-) m0 lalcmeleimUcM im lUrcimmelelae 


BBalicwmtalicmicmele lam als\acve)are| 
MUM <omtalom time) ale) 

A total waste of time 

WMV ce) am ierare 


(Chorus) 
PNatoM imeem asminlelaliclal-ve 


bol er-lamer-minielal(clarcve 
You can be, it's okay [Repeat: x 2) 


As expected, some of the imagery isn't very clear. However, I would say the 
song's main theme and inspiration is, without a doubt, “Creep and its 
fame. The very first lines refer to the people who like the band just for 
“Creep”: they don't mean any harm, but their non-existent interest in the 


rest of the band's catalogue is terrible for the band's development. 


The next lines talk about the sales of “Creep”, which make the band seem 








better and bigger than they actually are. Verse 2 deals with Radiohead as 
UA VOLepercmvaorecoyecdbotem or-veletmmelcarar-Ducm Role mM (Olen lomuOmaciei mn obromet-beet-teapete 
success, and too cynical to say they dont like it. They are losing it, maybe 
musically, but especially mentally. “Creep” is an “ eternal itch" (yes 
indeed: to this day, they still are the “Creep” band to some) a ‘twentieth- 
century bitch” (a single is, after all, just another product of this modern 
society), and, yet still, the only reason they re getting anywhere in their 
careers: that's why they are grateful. The chorus, with its weird lines and 
images, probably refers to Bill Clinton and to the permission to cross 
(Belisha Beacon) over to his country. The headshrinkers might be a 
variety of people: music industry people, politicians, even fans... Verse 3 
references the masses, their ‘teenage thumbs" and their brainwashed 
mentality (“Toilet trained and dumb’). It also makes fun of the future of 
Radiohead: as soon as this sudden popularity dies down, they Il be on to 
something else ("When the power runs out..."). The last lines of the verse 
deal with Radiohead's musical style: Thom declares that all their songs 
sound the same, and are, therefore, a ‘total waste of time’. Finally, the 


lo) Ce texomctcrey ootsM MOM K=1eue-Vacmnelcm or-Velem Gubelelcsacie-lerer-le)avamcier-Duciem-lelelvimusl= 


future. 








I think it’s very sure to say that Yorke's lyrics in this track also have an 
important social commentary: on the musical industry, capitalism, the 
masses... and, in fact, they are very important to the song's main theme. 
These critiques are part of the song's meanings, more directly than it would 
seem at first glance. Even when Yorke himself declares "Creep" and this 
track to be similar (and they do have a few similarities), “My Iron Lung’ is a 
very different creature: form the very first notes, it is easy to tell that the 
new song is a step forward in the band's songwriting. The same thing 
happens in songs like "Just", or “Bones”: even when the style comes directly 
from “Pablo Honey’, it is easy to tell that the band has developed its sound 


and evolved. The song begins with has to be one of Radiohead's most 


popular and well-known riffs. Jonny plays it through an octaver: 





After a few bars, the rest of the band joins in with a steady, calm rhythm. 
This intro and verse are based on G, Cm and Eb: the track's home key, G 
major, is harmonically unstable during the whole song: minor subdominant 
Choa Ge)everscat- ven m- Vere OwamGoebb-cophicent-Dormiulaomelelucyect-lalemer-laelecl mun m-lacmeopelie-vele 


harmonic elements in the track . The bass line plays G and C, with brief Eb 


and F melodies at the end of each phrase. O’Brien plays with an E-bow to 








add ambience to the track, starting on G and then bending A up to Bb. The 
first verse features no guitar from Yorke; Jonny slowly adds figures based 
on the chords, while O' Brien Keeps on adding ambience through the E- 
bow. While the bass maintains the harmony based on G-C-Eb-F, the guitar 
gradually joins in with figures based on G and Cm at first, and then on 
Vee Ae bbentom- ele mOvelebeeetomm 40)u.<omoment=) (oleavmolcrabotmorleeeUAvam-belemcablelanys 
acentuates G. When the harmony moves chromatically, the Thom’'s voice 
moves with it; some parts of the melody are simultaneously quoted by 
Jonny's guitar. After the first verse, the intro riff is repeated. The “tension” 
Jonny mentioned when talking about “My Iron Lung" comes in the form of 
unsettling harmonic changes, but is also created by the sofy, yet 
menacing, ambience created in the first section of the track. The tension 
accumulates in the second verse as heavy distorted guitar chords 
(reminiscent of "Creep", which was probably done intentionally given the 
lyrics of the passage) come in, causing the track to shift from its calm 
dynamics; when verse 2 ends, the riff is repeated again. However, instead 
of returning to the verse afterwards, the song now moves to a heavily 


distorted chorus. It is introduced by a chromatically descending chord 


figure (similar to that of "Paranoid Android"). It features a descending 








While the tension presented in the song's first section is finally broken, 
the harmony moves through two chords: C#m6-Cm6, separated by a 
minor second and played in syncopation. The connection between chorus 
and verse also features an aggressive descending guitar figure played by 
Jonny, which moves chromatically from G to D. The contrastingly 
energetic new Section presents the progression Gm-C9-E, played while 
Thom ‘s intelligible words are sung through distortion, and which 
includes the chromatic descent figure as a turnaround device. Tension is a 
word that is also efective in this section, and this is obvious in the use of 
chromatic C9 and E, although only the latter sounds like a novelty. After 
the descending chord figure is played for the third time, the song moves 
back to the calm verse, which is played exactly like when it last appeared. 
After it, instead of repeating the riff, the song moves directly to the chorus 
again. After some repetitions of the chorus, the song suddenly moves to 
the bridge, backed by the progression Bb-C-Db-C; deliberately 
unsettling and harmonically unstable, this brieg bridge features Thom 
singing while Jonny accentuates the short interval movements of the 


harmony. The progression is only played twice, after which the song 


returns to a more aggressive version of the chorus, which now includes 








a dramatic and energetic guitar solo, courtesy of Jonny Greenwood. "My 
Iron Lung’ shares the same energy than songs like "Just", “The Bends’, 
“Bones ‘a nd latter pieces like “Paranoid Android’ or “Electioneering . But 
it also showcases Radiohead's new-found aptitude for dynamics and 
atmosphere. Jonny Greenwood's desciption of the song as being based 
around ‘tension’ is clearly understood, both for its dynamic, and also for 
its harmony, since the track never moves diatonically within its 
supposed key of G major; indeed, G major is so often disrupted that it 
also seems like a logical interpretation to understand the song as being 
in Cm instead. In this case, G major would serve as a chromatic major 
dominant. 

"My Iron Lung’ is easily one of the band's most well-known tracks, and it 


remains one of Radiohead's most widely performed songs. 





T. Yorke= Vocals, guitar 
J]. Greenwood= Guitar, 
C. Greenwood= Bass 

E. O'Brien= Guitar 

P. Selway= Drums 




















GD BULLETPROOF... | WISH 
| WAS 


Calm and subtle, described by Colin as "mellow stuff", "Bulletproof" is 








widely beloved by fans, and a personal favorite of Thom's. This track 
was first played as an acoustic number in 1993, and the only difference 
between the definitive version and this one is the words on the last two 
verses, since they were drastically changed afterwards. Ed O' Brien and 
the younger Greenwood recorded their ambient guitar tracks, essential 
to the overall character of the song, without listening to the rest of the 
instruments. Ed: "The only song that I've ever played on when I was not 
allowed to hear the backing track. "Just make whooping oodle noises for 
three minutes’, was the cry from the control room. ‘Bastards’, I thought 
at the time.’ For his part, Jonny has stated his admiration for Ed's 
“bubbles’ in the second verse. Meanwhile, Phil commented to Modern 
Drummer in 1996: "I suppose I draw my drum parts mainly from Thom; 
he's gota very good sense of rhythm." A year before he had stated he 


played ‘the drum take after a five mile run’. The studio version released 


on “The Bends" is actually a version constructed from various overdubs. 








(Verse 1) 


(Verse 2) 


(Chorus) 


(Verse 3) 


(Chorus /Outro) 


Mi[aaleme)valianlom-lalemiele)iame)’mcelelia 
NSS (cyolalalomel om lalsi(e(omelmaal= 
Everyday, every hour wish that | 
VAVeekoms oli (=10 0) cele) 


AVF) ua atsmumaale)(omanl=) 

mots lM talom ©)[alowrs lace mcicolomlal-laemle 
bole mm at= Nsom lela arsxemanl>mialcomialts 
Just wish that it 


WAVeekos ol UII(=10 0) cele) 
WAVeekos ol UII(=10 0) cele) 


SO pay me money and take a shot 
Lead-fill the hole in me 

ore)0i(om oll c-yar- mani iitie)amelele)e)(-1- 

All surrogate 


yAN aol 0)0]|(= 1mm 6) cele) im 0.9) 


The song's inspiration is the desire to be emotionally stronger, which 


indirectly becomes a lament for being sensitive: in Verse 1, the narrator 


States that both big things and little things (“limb by limb, tooth by 


tooth’) hurt. Verse 2 references voodoo dolls; most probably, it is a 


reference to feeling like one, or to being treated like one. "You have 


turned me into this” is quite a clear assault on something/someone 


(maybe society?) that has made him emotionally damaged. Verse 3, 


finally, references suicide ("take a shot"), but also talks about the 


narrator's fear (an invented exaggeration) of hurting someone's feelings 








(“burst a million bubbles"). The chorus is quite direct and clear. An 
acoustic guitar-based ballad, “Bullet Proof’ features calm drum and bass 
rhythms. In addition to the guitar effects mentioned before, the only other 


electric guitar in the song appears in the chorus. The song follows these 


chords: 
(Verse) Am7-Cmaj7-G6-Dsus2 11-IV-I-V 
—> 
(Chorus) G6-Dsus2 /B-Cadd9 I-V-IV 


After the first verse, the song moves to an instrumental passage with the 
same chords. The scale movements are very simple (and common). 
However, as usual in Radiohead, they are treated like tetrads, which adds 
to the harmonic suspension of the song: they sound more beautiful and 
mellow. The chords are rather ambiguous, and are full of variations and 


open strings, which create a very atmospheric sound. 


Z A very subtle melody, that moves slowly 
was bul - let proof, _ and maintained 











was bul-let (|, 


After the 2nd verse, the chorus enters: with different chords, the melody now 
ascends to G, the tonic of the song's home Key. 


let ring 





Jonny's guitar riff is slow and subtle and it moves according to the chords; 
however, it perpetuates the song's use of supsended harmony 


Between the chorus and verse, the songs stops on a Bb6 (bIII) chord, 
which is the only instance of chromaticism present in the track; it is also 
the last chord that appears in "Bulletproof", which finishes the track as 


JakeVecateyevcor-vinmebebacnxeyaucrer 


T. Yorke= Vocals, guitar 
J]. Greenwood= Guitar, 
C. Greenwood= Bass 

E. O'Brien= Guitar 

P. Selway= Drums 


























©) BLACK STAR 


"Black Star" is not one of Radiohead's most well Known tracks, but 





amongst fans it has a wide recognition. It was initially considered as a 
B-side, but then added to the album becuase it was deemed too strong 
to be a mere B-side. "Black Star’ has a very raw sound, at least when 
compared to the rest of the album, because it was recorded one day 
Leckie couldn't be in the studio since he was on a wedding, so the band 
recorded this track with Nigel Godrich instead, after rehearsing the 
song for about an hour" (Ed). Jonny commented: ‘there was a real 
‘teacher's away  larkiness to that day, hence the ace raggedness of the 
playing. Meanwhile, according to Phil, recording the song ‘got our 
creative juices flowing again." One of the few comments that Yorke has 
ever made regarding the song is the following sarcastic remark: ‘If 
Harry Niellson were alive today we d beg him to sing this. He was dead 
however, so | had to bloody do it. Sober." Introducing the song live, he 
also stated that the song was about ‘sex in the morning, which is the 
best time to have it. As long as you've cleaned your teeth beforehand.” 


This doesn t assure us much about the song's meaning, except that it 


jo) m0) oF-Le) Wrmear-Itomrialn el W mepoct-veluComucst-Luloercjoulome oom t-lelmmnolcmcle) elem er-Kmelve laces! 








strong and hard theme: most listeners identify “Black Star” as being about 


aman who has a relationship with a mentally troubled woman. 


e{<\male)aat-mine)aamue)e.qr-lalem.eleme-m-)l||m-jr-lalellalemiam'celelmela-tcs-1]alemele)iiia 
Well what am | to do? 


(Verse 1) i (ato)\"ar= || tatu tall ale fowr-|ce)e)alemicelelmalcr-le 
and what they do to you. 


Pre-Ch AV aks larclacmiomexe)aalialem conte 
~~ What are we gonna do? 


Blame it on the black star 
(Chorus) Blame it on the falling sky 
DIEsTAAIsM IMO) AM AlsUests Ics) lIcsmsarslmelst>laatcmaa(smale)aa(se 


AM at=mico)e|e)(-\om'ce)cel-meo)mr-mmicelele)(-cemanl laren minvamomelale(-ve-jr-lale 
What is eating you. 
| try to stay awake, but its 58hrs since that | last slept with you. 


(Verse 2) 


Adare larslamiomexe)anliale cone 
| just don't know anymore. 


(Chorus) 


(Pre-Chorus) 


Me{=\mo)amial-mir-lam-lalem i leriar-)t-laremr-|elelul mare) aiar- im melolamantalial @e)my eur 
| keep falling over | Keep passing out 
(Verse 3) When | see a face like you. 


WAdaks|@rolaalm mexe)aaliavem celta 
(Pre-Chorus) MaaWelelalat-Wantsiimelonvay 


(Chorus) 


Under this interpretation, “Black Star’ is arguably one of Thom Yorke's 


most crude songs, since his typical symbolism and ambiguity is rather 


toned down; still, the words aren't completely direct and literal. These 








mental problems seem to come from depression: in verse 1, the narrator 
feXel Asm OCOD OKomr=UOLOMBOToM UVLO Ot-DOMOtclsyeMmmeCOelom-Dohvanonbelcar-l)mer-hiamecelmcardcsem@ler-berexe 
her clothes (depression often keep people from doing everyday 
activities). He also knows there are mental problems ("I know all the 
things around your head"), but feels completely powerless about it (“What 
am I to do?", "What are we gonna do?’ ). The chorus is more cryptic: the 
“black star" is a scapegoat, the object (probably non-existent) where he 
can blame all their problems. Maybe both the satellite and the falling sky 
bear similar meanings. Verse 2 sees the narrator trying to understand the 
woman, but he really can't get how she feels. Also, he now states that she 
doesn t have any sexual interest in him anymore, since they havent slept 
together in 58 hours (diminished sexual libido is also a symptom of 
depression). After the narrator explains the relationship in verse 1 and 2, 
and tells us that the situation is really critical, verse 3 talks about his fate 
after the relationship ends. Why does it end? That he leaves her because 
things are too hard is often the chosen option; however, suicide has also 
been suggested. In the last verse, the narrator is left sad and lonely, 


missing the woman and constantly thinking of her. Now, the narrator 


himself is also in an unfortunate state of mind: “I'm gonna melt down’. 








“This is killing me", could refer to either his own new mental problems, or 
to the fact that the remorse of not having helped her doesn't leave him 


alone. 


The song begins with a 6/4 ‘fade in’ based on: 


—_—_> 
Dsus4-Em7-Cadd9-G/B-A7sus4 V-vi-IV-1°-I 


WWolem ok-Vaeckopehiatcw a (oletar-velem lowect-Ub0UArmol-Wi-10 mepemnet-melot- volcom ene)eom DRueMOw-velemeyel 
the latter return to D again. It gives the passage a sense of movement: the C 
then quickly descends to A, but then returns to D. The song is in G, so this 
intro happens on the dominant degree. The ‘heavy intro (and latter, 
chorus) of the song contrasts with the soft and melancholic verse, based on 
G-C-Bm-D-Em (I-IV-iii-V). At no point of its four-minute duration does the 
song move chromatically: although there are passages in which home key 


G isn't so clearly established, its major diatonic nature is never disrupted. 


get home from work- and you're - still stand -ing in__ your dress - ing gown, well, 





The melody in the verse begins in a monotonous succession of D's, but then it 
slowly ascends to the tonic of the song's home key, just as the harmony reaches 
its relative minor. It then ends on B, the 5th of Em 








fWatemeau bi e-) acm ole Wr- Ws (oleme) me) evactierur- lee me) wot-veetcvele-luloyemnomuslomiccutomeele) ue! 
progression: on both C and Em, a major 9th is added. D is often played as 
Dadd4/F#. The ensuing pre-chorus build tension and expectation, and 
presents the chords: Cadd9-Bm-D (IV-iii-V). Meanwhile, Thom first 
maintains E (mediant of C) and then D (mediant of Bm), which is also 
accentuated as the harmony changes to its major triad; The melody now 
resembles the questions it is asking, as Yorke elaborates a very delicate 
and subtle musical onomatopoeia. Brief guitar figures and drumming 
dynamics prepare the listener for the chorus through a slow build-up. 
The chorus is initially based on the change from Am (il) to its relative 
major C (IV), to which a major ninth is added. Between them, a quick 
passing C/B is played. Yorke now ascends to C (mediant and tonic of the 
chords, respectively). After this progression is played twice, the chorus 
presents a plagal cadence and lands on home key G; Yorke now maintains 
mediant B. By presenting a passage based on the tonic degree, the 

JakeVep cele) ed Comusy obs) Codem (cbelem-seelelucepor-lmebucbect-O me) mnel-molsle)mbtcmlmuner-lihmacnieaucier 
However, by the end of the chorus, the harmony finishes on dominant D. 


After the second chorus, the intro progression is repeated and the track 


moves to a third presentation of the verse, only now it is played calmer. 








There are no guitars, so only the bass indicates the harmonic 
movement; the third verse also includes some homophonic vocal 
overdubs. The song moves to a final presentation of the chorus, and 
then to an outro consisting of the progression in the song's 
introduction, with the addition of Yorke's dramatic wailing (spanning 
from a high B to D). "Black Star" is quite a traditional song, harmonically 
and structurally speaking, and presents a very raw sound that 
Radiohead was slowly moving away from. The band played the song 
frequently in the years following the song's release; between 1997 and 
2006, Radiohead stopped performing the song, and it hasn't been 


performed since the latter year. 





T. Yorke= Vocals, guitar’ 
J]. Greenwood= Guitar 

C. Greenwood= Bass 

E. O'Brien= Guitar 

P. Selway= Drums 




















Q) suLk 


Thom’ "It was a weird song because it went from being the one that the 





record company insisted was going to be the hit to the least-liked thing on 
the album.” Indeed, the track hasn't been played live since 1995, and even 
then it wasn't commonly found in live shows. Yorke wrote it in 1987, 
inspired by Michael Ryan's then-recent shooting spree in England; thus, it 
is the oldest song in the albu; it was also one of the first songs Radiohead 
attempted to record (given that it was a possile single) at RAK in early 
1994, to unsuccesful results. Ed: "The last song to be recorded, done at 
Abbey Road and without doubt the hardest to finish - we'd made many 
attempts at it, but came back to how it sounded in rehearsal. | do however 
think this could have been mixed better." Jonny, meanwhile wasn't feeling 
too well during the recording of the song: "I was too ill to stand when this 
was done, I played on the floor, unable to tell what was good/bad. Mexico's 
revenge. All of these commentaries on how hard it was to record the track 
are ironic given that the band dislikes “Sulk’ strongly. The lyrics originally 


ended with the line ‘just shoot your gun’, but Yorke decided to change it 


because Kurt Cobain's suicide was still fresh on people's mind at the time. 








b Co)UM e)it-minicelere|amiatsme)(emy\c-||Mmtalcme)(OMm\\(-1 |i e)icctom er- 101. 
You sit there and sulk, you sit there and bawl 

You look so pretty, when you're on your knees 

DJ lalicteit=lemur-lalem=y-\e[>) acon e)(=t- i> 


(Verse 1) 


Sometimes you sulk, sometimes you burn 

God rest your soul 

When the loving's come but we're already gone 
SUES) ml Comte] 0| mrer- le MmYOlO MI mal-\Vi-)mmeiar-lale(= 


(Chorus) 


(Verse 2) Each time it comes, it eats me alive 
| try to behave, but it eats me alive 

So | declare a holiday 

Fall asleep, drift away 


(Chorus) x2 


The song begins with tremolo effects, and with Selway playing a 6/8 beat. A 


guitar then enters with a simple figure based on D; the bass joins in the next 


bars. 
CA D-C-G-D V-IV-I-V 
(Chorus) G-Cadd9-Dsus4-D I-IV-V-V 





The guitar riff adapts 
to every chord in the 
verse 











“Sulk’ is a considerably quiet and calm song, especially during the verses. 
The melody in this section is based around supertonic A, and is a clear 
example of the relaxed dynamic of the verse. The chorus is based on tonic, 
dominant and subdominant degrees, just like the verse, and features a 
very underrated melody, which reaches a high tonic G. This section is very 
catchy and easy to remember, and makes the label's initial decision to 
release ‘Sulk" as a single seem logical. This song features some of the most 
simple harmony in the album: the only instance of chromatic disruption 
comes in the form of C# in the verses. Structurally, the song is based on 
just two main sections; however, at around 2:32, the song modulates to A, 
which means that all chords move a tone up. This rare (in Radiohead) 
ascending major second dramatic device serves to move the song forward 
and construct a climatic ending. "Sulk" is actually amongst some of the 
most vocally demanding Radiohead tracks: when the song modulates, the 
chorus presents some particularly high notes. For a brief moment, a 
considerably high A becomes B, something that Yorke probably would 
have trouble reaching nowadays. Nevertheless, not only is “Sulk™ 


somewhat panned by the band members themselves, but also by a large 


number of listeners. 





T. Yorke= Vocals, guitar 
J. Greenwood= Guitar, Hammond organ 








C. Greenwood= Bass 
E. O'Brien= Guitar 
IID AE hie Dae beets 














@ STREET SPIRIT (FADE OUT) 




















WWolcm Ec loimrcepotcmepelnetcm-vlolepecm tcm-lcVomepelcmeyanmetcmecKerciemole)oleltclam-belemacsset-bbers 
Radiohead's most performed song. Released as the last single off the 
album , it was also the first to make a lasting impact in the UK. “Street 
Spirit’ is, therefore, of historical importance to the band. Written 
around the same time that "My Iron Lung’, its musical inspiration lies in 
R.E.M., while the book The Famished Road by Ben Okri has been listed as 
a source of thematic inspiration; in fact, the title of the song comes from 
Okri's book, which includes a three-headed spirit that helps the main 
character, Azaro. According to Thom, while recording the song “we 
were bashing our heads against the wall for days and not getting 
anywhere. We had countless versions that didn't make sense. I was 
being impatient. But, as the told MTV in 1997, the band took some 


time to record other songs, and on the second day the song had done 









itself... It was so odd". Another quote by the singer explains the song's 
meaning: Street Spirit’ is our purest song, but I didn't write it. It wrote 
itself. We were just its messengers. It's biological catalysts. It's core is a 
complete mystery to me. I wouldn't ever try to write something that 
hopeless. All of our saddest songs have somewhere in them at least a 
elimmer of resolve- ‘Street Spirit’ has no resolve. It is the dark tunnel 

ATV Lo oCoLenmmn elm bred ohur-Lemnelcm=)oKeemen Me(ca-leloMeohvarcvecKelucoper-lm@aclet-lapeuepecmnet-lmcvepotes 
or | couldn't play it. I'd crack. I'd break down on stage. That's why its 
lyrics are just a bunch of mini-stories or visual images as opposed to a 
cohesive explanation of its meaning. I used images set to the music that | 
thought would convey the emotional entirety of the lyric and music 
working together. That's what's meant by ‘all these things are one to 
swallow whole. I meant the emotional entirety, because | didnt have it in 
me to articulate the emotion. I'd crack. "Our fans are braver than | to let 
that song penetrate them, or maybe they don't realize what they're 
listening to. They don't realize that ‘Street Spirit’ is about staring the f-- 
king devil right in the eyes... and knowing, no matter what the hell you do, 


he'll get the last laugh. “The devil really will get the last laugh in all cases 


without exception, and if I let myself think about that to long, I'd crack. 








“It's why we play it towards the end of our sets. It drains me, and it shakes 
me, and hurts like hell every time I play it, looking out at thousands of 
people cheering and smiling, oblivious to the tragedy of it's meaning, like 
when you re going to have your dog put down and it's wagging it's tail on 
the way there. That's what they all look like, and it breaks my heart.” "| 
wish that song hadn't picked us as its catalysts, and so I don't claim it. It 
asks too much... [ didn't write that song." That the song is a favorite of both 
fans and band alike is curious, given that its creator can't face it, 
emotionally speaking, and has called it “one of [the band's] saddest songs." 
Both Jonny and Colin Greenwood have named the song as their favorite 
song from “The Bends", and in 1995 Ed said there was ‘no other way to 
finish the album but with this one." Thom Yorke to Mojo in 2001: "I'll 
never forget the moment we captured ‘Street Spirit’. That stands out for 
me. The whole reason to be doing this is to arrive at those moments. It 
makes it worth all the scratching around for months on end in note-books 
VTemrelUMolomonenelebacrelome)imu clelbtcr-bele tome) molcr-Komcolemerepecdeyl(cmeyemcselellcniomu-lelone 
It's the sole reason you spend your entire life in your bedroom playing to 


yourself. If | ever forget why I started this as a career, than that's why | 


started. [...] I remember very, very well. [...] suddenly something 








happened and | was transported to a place that I'd been willing myself to be 
in for months on end. |...| “Street Spirit” deals with death, the futility of life 
and the pointlessness of existence. In one word: hopelessness. Things 
eventually loose meaning, we are unable to express things and everything 
dies. However, maybe unity can be achieved before death and the only 
solution lies in this idea. However, the last line can be seen as both the most 
relaxing line in the song, or the most horrible: maybe there is hope in love... 


but maybe this hope is just fake, and we are fooling ourselves. 


Rows of houses all bearing down on me 

(Verse 1) Mera icx=)mial- vim odle(-Warclaletmcoleleialiate mnt: 
All these things into position 

All these things we'll one day swallow whole 


(Chorus) P-Natomre\e(-meluimr-lerelia 
P-Natomr-le(-melent 

WMalicmanrslevaliarom li MmUlimalelmere)aalpalelaycersiic 
AMS 4) These thoughts and the strain | am under 
Be a world child, form a circle 
Before we all go under 


(Chorus) 


Cracked eggs, dead birds 

scream as they fight for life 

| can feel death, can see its beady eyes 

All these things into position 

All these things we'll one day swallow whole 


(Verse 3) 


(Chorus) 


Immerse your soul in love (x2) 








Musically, there is a connection to the lyrics: the song is in Am, and is quite 
dark and sad-sounding throughout. It is based on arpeggios played by 
O'Brien. (Phil: “Ed's guitar playing on this track is exceptional and without 


equal.) Ed's arpeggios are maintained as the backbone of the whole track. 





The riff consists of Asus4, Am and then Asus2 


Yorke then joins in with the same figure on acoustic guitar. The rest of the 
chords in the song will also be played in arpeggios, and in similar fashion. 


The vocals join in after a few bars: 


—————— ———— — 
Pe 


hou - ses all bear - ing down_ on 





The melody starts on A tends to reach B. Later, it includes a falsetto jump from A 
to E (dominant of Am), which is reminiscent of "Fake Plastic Trees”. Neither the 
melody nor the harmony display any chromatic movement. 


The verse consists of Am and Em (i-v). When the song ascends a perfect 


fifth to Em, the melody moves to a lower register: 


—————— a <— foe con 


aaa ee ee ee 
eee ee: a) ee a ee el Tee ————e 
Ss) ESE Gs 5 EE: CS Ss eS eee a CEE CE CaS et ee ee eee 2 ee PS ee ce 
= eee 6... OE ee ene eee —_— iy 


=r a Jae a 
‘ ‘ ‘ . 


—_" 


tad oe 
All_ these things in-to all___ these things we'll one__ day — swal-low whole. 





This new melody is based on a monotonous repetition of E, the root of the chord 
the harmony indicates at the moment, and minor appeareances of subtonic G 








After the first verse, the chorus begins; the bass joins in, playing root notes. 
It is based on: 


C-Em-Am ——_—_———> III-v-1 


In the chorus, the vocals maintain C, which then briefly descends to B, only 
to ascend seconds later to a high E (as in the verses). Yorke's wailing vocals 
are essential in creating the dramatic ambience of the section; the tension is 
created from maintaing these high notes, especially the last E (which is also 
sometimes varied to a lower octave). The relief of relative major C is quickly 
dampened by minor mediant Em. The drums come in on Verse 2; they play 
eight-notes and sound almost electronic. In the next chorus we are 
introduced to Jonny's synth arrangements, which give the song a more 
atmospheric (and dark) sound. They play F, E and then reinforce the song's 
tonality by returning to tonic A. The song now evolves into a fuller sound: 
the drums come in, playing louder, and backing vocals are added. In verse 3, 
the dynamics change yet again: Jonny adds a guitar figure based on Am, the 
drums return to their earlier form, and the synth stops. However, the song 
returns soon returns to its final chorus, the climax of the whole piece (live, 


this final section also includes Jonny Greenwood playing guitar and 


synthesizer at the sime time by pressing the Keys with the head of his guitar) 








After a final chorus, the song then reaches its outro: Yorke sings "Immerse 
your soul in love’ and the harmony changes to G-E-Am (VII-V-i). The fact 
that the only appearance of G, a chord that could very well relieve the 
tension that the song has been building, is followed by E, means Radiohead 
insist on leaving the listener with an unresolved feeling. E, in a brief 
Phrygian moment that includes the only traces of chromaticism presented 
in “Street Sprit” in the form of G#, resolves on Am through a V-i cadence. 
The song finally ends with the first original guitar playing the Am arpeggio 
in ‘ritardando.. 

"Street Spirit’ is one of the band's most famous songs. As stated before, it 
is cherished both by its creators and their audience, despite its dark 
meaning. But then again, that’s probably where most of its appeal lies. It 


remains Radiohead's most performed song. 


T. Yorke= Vocals, guitar 

J. Greenwood= Guitar, synthesizer 
C. Greenwood= Bass 

E. O'Brien= Guitar 

P. Selway= Drums 
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We) etsirers 








CORT ead Chad 


An aggressive, rhythmically playful tune, which appeared in the EP “My 





Iron Lung’. It has been played live only on a few occasions. "The Trickster" 
is yet another song created by the 1994-1995 Radiohead that presents a 
developed and somewhat mature sound, but that it nevertheless, easily 
connected to the sound from “Pablo Honey’. Its vocal track, guitars and 
syncopated drums are particularly exceptional; Thom, Colin and Phil 
maintain the basic harmonic and rhythmic elements of the song. The 
chorus is notable for its unusual time signature (11/4, or 4/4+7/4), while 
the verses follow a chromatically descending chord structure, first on G 
(I), and then on subdominant C (IV). Jonny plays energetic riffs 
throughout, adding to the generally fierce character of the song and 
layering its texture; the playing of the younger Greenwood is particularly 
important in the chorus, in which it arguably forms a counterpoint with 
Yorke's falsetto vocals. The song also features a bridge with yet another 
example of counterpoint, as electric guitars complement each other 
through a chromatically moving bass line: Bb-B-C-B-Bb. No comment has 


ever been made about the song's origin, or even about its mere existence, 


and Thom says he has forgotten the lyrics. 








The song's meaning is a bit of a mystery: it has to do with someone who is 
apparently isolated or alienated. Maybe the trickster is a character... 
maybe he is the "I" on the lyrics? Maybe he is the narrator? Perhaps he has 


fooled the narrator in some way. 


der) mM lamearem anrelelaircliats 
Rust in the brain 

The air is sacred here 

Tales) @)|( Molin Ycelelmmert-l ine 

UO] oe) aim tal-m cele)mie) e)—) 

(O]U me) c=r-(en 

Trickster is meaningless 
Trickster is weak 


(Verse 1) 


(Chorus) He's talking out the world 


BE-ll diate meleimtal-m\ve)are! 
Hey (x3) 
This is only halfway (x2) 


| wanted you so bad 
And | couldn't say 

PAN aliatekomcclims| erste 

We wanted out so bad 
We couldn't say 

These things fall apart 


COrteyatky) 


(Verse 2) 


Biaer- lala d(ekow- mer- lame) ime) a(e1.qre (Ulm ve) snare 
WAVdato melon are)m'c-laleomes|iaalemere)vamicelan 
Their chestnut tree 

Mo) ave mY Vali (ome|lenyiess) 

Police tread carefully 

Escaped from the zoo 

i atom el-/aicvermesalicemrclesyiaali(s 


(Verse 3) 








T. Yorke= Vocals, guitar 
J]. Greenwood= Guitar 





C. Greenwood= Bass 
| on OW 3) (=) sme auenucve 
P. Selway= Drums 

















0) PUNCHDRUNK LOVESICK 
SINGALONG 








From “My Iron Lung” EP. This song deals with love, but from quite an 
original perspective: a war metaphor. The track is slow and relaxed, and 
has a generally calm dynamic. It has been played live very few times; 


Supposedly because Colin never learnt the bass line completely. 


| wrapped you inside my coat 

WAdat= lam talc\acer-lanlo mom i/a> me) elolamial-maleluni~ 
Moltolammizy-vm ey-lia 

(OF-TUK- Wale me) alo mer-lamiele lea mants 

NoVA tare iau moalmals)(omlamicelelarsyealito 


A beautiful girl 
A beautiful girl 
OF- Tam (Ul dammycelel mnie) scemalcemelelel ey! 


Sell me a car that goes 
SY =) | Maaloro ie alele liom larslmrcitslalels 
Oh 











| never cared before 
Before (x4) 


Iey(olelom[amminxe)al mem al-)mrcle> 


AVdatslamialsmilacimeleli(sys 
AVES Tomesy ale)! 


While some people connect the song's meaning to Bradbury's © Fahrenheit 
451”, their interpretation is based on a basic idea: meeting a love interest 
that change your life ("turn your world into dust"). For Yorke, this interest 
is a beautiful girl and the very last lines are, probably, a crude metaphor for 
the first time you See this person. Despite having a very teenage theme, the 
song is interesting because it is expressed through a clever, cryptic and 
dark metaphor. Musically, the song has some Radiohead trademarks, most 
obviously, its sudden chromatic changes. It starts with a guitar riff (with 


high chorus and reverb), based on Fm. 


(Verse) Fm-Em i-vVil 
Fm-C 1-V 
Fm-Ab5 1-IIIb5 


The verses start on a minor mood, and the melody does too. When the 


verse reaches C, Yorke sings in a beautiful falsetto. Before the chorus, the 


song builds up the tension and then explodes; on the chorus, however 








the song suddenly changes to G (II), and then to C (V). The dark song 
seems to brighten up in this relieving modulation. The song contrastingly 
finishes on a cheerful C major triad. "Punchdrunk’ is a clear example of the 
band's personal and distinctive songwriting, and can be seen as an 
example of the band's combination between unusual harmonic movement 
(in Pop/Rock) and Alt Rock/Grunge dynamics (explosive in crescendo 
chorus, guitar-based textures). 


Sadly, itis highly underrated and quite unknown. 


T. Yorke= Vocals, guitar 

J. Greenwood= Guitar, keyboards 
C. Greenwood= Bass 

E. O'Brien= Guitar 

P. Selway= Drums 

















OD LEWIS (MISTREATED) 





Released on ‘My Iron Lung” EP, this aggressive song is popular but never 


performed live. Its lyrics talk about a friend who needs some help: this is 


Yorke giving advice about life; the advice seems to be not to commit suicide. 








(Verse 1) 


COrteyatky) 


(Verse 2) 


Coltiade)) 


Bummed out again, by your only business friend 
Ii atm 00l=)1 me) inict-l else) (ele (-)amtar-lamele malian 
m(c\Ve(@) au me lOmiemele/ammielan|® 


Change seem to fit 

In the end you just feel sick 

Nato Mmials)pMcelemesale).(ome)am-lam-lalst-jialoii(e 
m(c\Vae(@) am me lOmiemele)ammieran|® 


Lewis 

save yourself the pain 
You'll never get there 
Lewis 

Save yourself the pain 

It never really matters here 


WAVCoWm aX syVA=) am alelilexsye) 

We never understood 
He just get crushed to fit 
He never even smile 


At the best, it's the best, 
It's the best day | know 


(Chorus) 


Lewis 
WikSiigsrsiXcre! 
Mer-/AVfoleme)|0[- 
Lewis 
WikSiigsrsIXcre! 
Mer-||mVoleme)|0[- 


ofevammsslalmomrs|i.er-leleleimli 
ofolammsslalmomr-)i.er-lelelermli 
| don't want to talk about Lewis! Lewis! Lewis! 








A friend of Yorke, who worked in a big corporation, inspired the song. This 
friend apparently wished to move higher in this world, and this is Yorke 
telling him to be careful. In some indirect ways, this is Radiohead telling us 
that big corporation jobs lead to death by suicide. Musically, the song is 
built form a riff based on G and C. It has an overall loud, Rock dynamics; 
the chorus gets quiet: only the drums play softly as Yorke almost whispers 
his advice. 

T. Yorke= Vocals, guitar 

J]. Greenwood= Guitar 

C. Greenwood= Bass 


E. O'Brien= Guitar 
P. Selway= Drums 

















©) PERMANENT DAYLIGHT 





Also from “My Iron Lung’ EP. This song was written as a tribute to Sonic 


Youth, which explains its musical character. It was written in 1993, but 


back then it was an instrumental. When it was recorded it was developed 


and extended, since its length was considerably shorter. The added vocals, 
however, are sung with heavy effects (much like Yorke would do in “Kid A” 


years later). 








The easiest way to sleep at night 
FS (omer=|davme)amet=)i(-\ulale 
That | don't exist 


The easiest way to sell your soul 
FoR (omer-|davme)amet=)i(-\lale 
That we don't exist 


hitenlelsjmelomat-lcemmar-lne 
With your head on backwards 


The song features these lyrics once, with no repetitions; the rest of the 
song is instrumental. Lyrically, it deals with people who refuse to accept 
reality as it is (“with their heads on backwards"). However, there is also 
some Self-guilt in these words: the narrator himself has to pretend that 
things are a way that they are not, in order to be happy. The song moves a 
tone up in the verses, and alternates between 4/4 and 6/8. The guitar is 
probably tuned in some different way other than the standard (usual in 
Sonic Youth), and the song moves from calm sections to more upbeat ones: 


the Sonic Youth homage is quite successful. Despite being extended for 


recording, Permanent Daylight’ remains a short song. 


T. Yorke= Vocals, guitar 
J]. Greenwood= Guitar 
C. Greenwood= Bass 

E. O'Brien= Guitar 

P. Selway= Drums 























() LOZENGE OF LOVE 


From "My Iron Lung" EP. Its title comes from a line of Philip Larkin'’s poem 





"Sad Steps’. It was first debuted as an acoustic number in France; however, 
its lyrics were drastically changed afterwards. It is one of the shortest 


Radiohead tracks, at just over 2 minutes long. 


-laame(e)al-Mm-\\(-)a¥,00le\acme-leliale 
And these fruits they still taste of poison 
| won't be around when you really need me 


| can't sleep, why can't someone hold me? 
| need warmth, a restless body cracks and moans 
| won't have the strength when you really need me 


Its lyrics talk about someone who's not good with people, but still hopes 
someone will be good to him. The ‘I could be the person who needs help, 
or the one who denies this help. These lyrics could also be interpreted as 
being about a love relationship. It is written in drop D tuning, and features 
only Yorke and Jonny. The singer plays D-based arpeggios, with a lot of 
open Strings, on acoustic guitar, while both Greenwood and the vocals 


perform in unison an exotic-sounding melody. 


T. YorKe= Vocals, guitar 
J]. Greenwood= Guitar 

















GD You NEVER WASH UP 
AFTER YOURSELF 


The final song in the "My Iron lung” EP. It is also one of the few tracks of this 








era not produced by John Leckie. At 1:44, it is Radiohead's shortest track (If 

we don't count "MK 1" and "MK 2" as tracks per se). It features just Yorke, 
singing and playing and was recorded in a single take. 

MaalelcjmelcimelUime)aleomlam-mu ual 

Everything is starting to die 

The dust settles, the worms dig 

Spiders crawl over the bed 

MaalelcjmelcimelUime)alecmlam- mu uals 

| eat all day and now I'm fat 


Yesterday's meal is hugging the plate 
You never wash up after yourself 


It has been identified as a song about growing up and dealing with life: dust, 
worms and spiders all pass you by, and, suddenly, you re fat. Or maybe the 
song is about depression. Maybe a mix of both: about the depression of 


getting old. Either way, the passing of time and someone who is not very 


physically (and mentally?) active are its central subjects. 








Thom plays all the chords as arpeggios: 


Dm-Dm/C-Dm/G-G7 11-V7 
C-C/B-Am —____» I-vi 
F-G-E-Am IV-V-III-vi 
C-G-C I-V-I 


The Dm at the beginning follows a descending bass line that eventually 
reaches for a lower G (V). The C moves slowly (through B) to its relative 
minor, while the rest of the song is based on building tension, and then 


releasing it in a simple progression between tonic and dominant. 


ey 








GD MAQUILADORA 





Released on the “High & Dry" single. It was developed from a song released 
on a demo tape in 1990 (‘The Greatest Shindig In The World’), which 


explains its rock sound. A ‘Maquiladora’ is a factory in a foreign country 


10 oF Lom ey.¢ 010) amos 0) MOLORUKCLRCM NOM LRCMOCOLED OLN mral0) m0) wed bebur-bemr-lolemeot-le-lo) eco apcovennel= 


situation of a Rock band in modern society. 








Here it comes, here it comes, 
Mor-laln (<1) lal alliicm=9.4e) (ele are! 
=p.40) (ole llale me ]le-lex-Vi6 IN 

=JUl gal ialemel emialcMmigclo\urehy 

Here it comes 


(Verse 1) 


(Pre-chorus) (CTe= som ome] ncio)aes lan alo moxele(omevmial-melelele)(= 
Xcel ULt} 0] melokcm | alcomelcr-[Ult1i0)migelele)(= 
And it seems to fall out of the sky and come down on you. 


(Gita Oh baby burn 


Fast die younger 

(Verse 2) Sie aatsmavleley=\s 
Useless rockers 

ma oleae =i ale | r-lale 

Good times had by all 

Just swallow your guilt and your conscience 

=) U(omro| ale MU alice) [ce four) ce) em lalemal(el-melamlal-m el-\er-] 


Talcclesiccltc Milam coll @esiieelie|aimele\ Zam iaromanllelel(on 
And it seems to fall out of the sky and come down on you 


(Pre-chorus) 
The song is about the music industry and about record companies, success, 
fame, wealth, lack of artistic freedom... a bunch of themes that Yorke has 
apparently always hated, especially around this time that the band was 
beginning to receive attention. The pre-chorus perhaps states that Thom is 
worried about the band and their future (“beautiful kids", “beautiful 


trouble’), as well as his surprise over the sudden success of Radiohead (‘it 


seems to fall out of the sky..."). Verse 2 is a hateful comment towards the 


band being just another musical group (‘useless rockers from England’), 








the end will just be forgotten ("good times had by all"), like so many others. 
Yorke doesn't seem to be very hopeful about the future of Radiohead, and he 


clearly feels repulsed by the business part of the musical industry. 


The song follows these chords: lf on» 


(Verse /Riff) E-Amaj7-A-Amaj7 I-IV 
B-G#m V-111 
(Pre-chorus) C#m-B-E-B vi-V-I-V 
C#m-C Brief 
modulation 
COrteyatt) 05) DE 


E-Amaj7-A-Amaj7 
The song is based on a simple riff that alternates between E and A. 
The verses are loud and filled with guitar riffs. The pre-chorus, on the 
other hand, suddenly quiets down the song; it features a single, quick riff, 
played between chord changes. Thom also changes to a higher register, 
and the song soon builds up in a crescendo that suddenly explodes with 
“come down on you ..A reverb-filled guitar then plays an open-string riff 


on C#m, which suddenly descends half a step to C; the song briefly changes 


to 2/2 and allows the rest of the band to enter in a surprising, rhythmically 








clever way. This sudden rhythmic device is what sets the band's 
songwriting apart from that of other bands: it's just a little detail, but it 
works great and gives the chorus a reception it wouldn't have if done in 
some other way. After a basic repetition of the structure, Greenwood plays 
a solo; the song ends with a wordless chorus and some radio/TV 
intermissions. The song is considered by a variety of fans to be one of the 
greatest, most essential B-sides the band has recorded. Based on its lyrics 
and music, it's easy to see why. 

T. Yorke= Vocals, guitar 

J]. Greenwood= Guitar 

C. Greenwood= Bass 


E. O'Brien= Guitar 
P. Selway= Drums 

















@ KILLER cars 


A Welovenm Coda com ot-lem-muu-lunect-lavAbelcmerber-leelel-solmlem McroMawaVinelelurdemelomiuclyome 





badly injured, the experience left him scared of the invention, and weary of 


any kind of transportation. He has based four songs on this event: “Airbag’, 
“Stupid Cars’, the solo track "“Drunkk Machine’ and this track, which 


appeared on both the "Fake Plastic Trees’ and ‘High & Dry’ singles. 








"Killer Cars" was first debuted in 1993, and three different versions of the 
song have been released: a live version from this year, a latter remix, and, in 
between, the studio recording that was used as a B-Side. The main 
difference between the versions of the song lie in its ending and in some 
lyrics. 


i Kerem ar-|ceme)amialome)g-l.¢-\om-ler-lle 

What if these brakes just give in? 

What if they don't get out of the way? 

What if there's someone overtaking? 
Maake[ollalemelelmce)ar-miiiiomelahi= 

And it could be the last time you see me alive 
iM al=)¢-merolul (om ol-mr-lalm(e|(e)me)amial-mney-le 

The only kick in life is pumping his steel 


VAVere) om aaT=m0) OM lam tal-m ey-\e1@e)minl-minelal. 
maz l01,Co1e MUI iamcer-lanm-laleme)iiaremelauial 
They won't ever take me alive 
‘Cause they all drive 


DYo)au mel(=me)amialsmanlelce)ayc- hy 

i alomantele)amuelellemin-\-74-mm lal-m e)r-lalecomuelel(emel(= 
exole] (ola mere) oom |imc0]0 meir-\-jal-1em (ele rohY 

All the things | forgot to say 
Waale[e)lalemel0)mce)ar-miliiomelahis 

And it could be the last time you see me alive 
What if the car loses control? 

What if there's someone overtaking? 


Ader) oats me) OM iam tal=m ey-\e).q@re)mealomeaulal 
a= (01,¢=Xem\ Ulta lmior-|pam-laleme)iialemelaulal.d 
They won't ever take me alive 
‘Cause they all drive 


alitslmerslas 








VAVie) om aaT=m0) OM lam talsm ey-\e1@e)mialominelal. 
Packed with foam and blind drunk 
No, they won't ever take me alive 
‘Cause they all drive 


Killer cars (x14) 
Welw ico) ue lsmbemnelcucie) evear-vucm-Keumet-lUhrapu-tnelssamey-ba-bele)(erm-belemselehiia Gola <ul | 
hysterical narrator, who believes cars are out to get him somehow. They 
are actually some of the clearest lyrics Yorke has ever written: the song is, 
quite simply, about his fear of what might happen when riding on a car. 
The version we are talking about is a straightforward Rock song, with 
distorted guitars and loud drums. The only Radiohead touch is the use of a 
sudden minor chord in the chorus: the verses are in G, and in the chorus 
Yorke plays subdominant Cm (iv). The song also features a wide variety of 
guitar riffs , especially in the outro, where Yorke just repeats the song's title 
over and over, while some manic, noisy riffs play in the background. 


Radiohead would slowly distance themselves from this kind of songs. 


T. Yorke= Vocals, guitar 

J]. Greenwood= Guitar 

C. Greenwood= Bass 

PH OW 5) (=) 1 Eom CabbLe-Damol-(el ebetemrcorerits 
P. Selway= Drums 























wy INDIA RUBBER 





Released on both the ‘Fake Plastic Trees” and “High & Dry’ singles. This 


song is know for using Jonny Greenwood's laughter (he was supposedly 


laughing at one of his own jokes), and looping it. Selway's great, heavy 


drumming is also very notable. Yorke uses the metaphor of rubber to refer 


to a fake love, one based on using a person who's into you as a puppet for 


your own advantage. Rubber is, after all, used for a wide variety of things. 


D)(oMiar-|i ie) mcelememst-)h\, 

You never wanted me that way 
Coil talome [ole fom at-\Vom arco iaisyimantcysl 
Mialial qm ime lem e)l lem lamiat-manr-liats 


(Verse 1) 


Me iUlanle)(-miL. «our merle)i 0 
CS tepatty) BI-1ce) c= m'Lel0l mm ors hyalale Mm alelelatels 
| supplicate myself into your hands 


When you spare a make up smile 

(Verse 2) Weallatsit-lalinvancelelam o)ie[e[-.symr-le 
How was | to know 

i ar=imncol0 mm 6) ¢- (ell (ex-xe mim e\-100)n-)al-lale ie 


(CO sXoatts) 


Metaphors of dogs, hounds, puppets and fake fans make up a song 


concerned with lying and manipulating. Still, it seems that, while he is 


completely aware of the situation, the narrator keeps coming back to this 


person, even when hess going to get hurt. 








The track is based on Selway's aforementioned drums, and on Colin's 
bass line. The melody is very beautiful and calm; it is delivered through 
vocal effects, and second voices (also manipulated) come in at diverse, 
seemingly random points, of the song. The guitars are also put through 
some effects: tremolo is very prominent. Some keyboard/synthesizer 
lines also appear in the verse. The song is in A, which is maintained 
through the verses. In fact, their main point of interest is not the change 
of harmony, but the change of dynamics: the drums stop when the vocals 
come in. The chorus, that moves between Bm-E-A-F#m (ii-V-I-vi), is 
heavier, and features muted-strum guitar playing. A brief section in C and 
D leads back into the verse. After the 2nd chorus, the bridge begins: it 
JoLUONKetomelom-Deeley(sselercrm-belemepelavmuercmaehiaseveomciccemlejemeeyeluboler-cmo)t-hiateremm Monts 
is the moment where Jonny's laugh suddenly appears. A maintained 
synth note floats in the background, as some electronic notes are played 


from time to time; the song ends in a fade out. 


T. Yorke= Vocals, guitar 

J. Greenwood= Guitar, keyboards 
C. Greenwood= Bass 

E. O'Brien= Guitar 

P. Selway= Drums 























@ How CAN YOU BE SURE? 


Quite possibly Radiohead's most commercial song. It was first released on 





a 1990 demo tape, but it was later reworked for the " Fake Plastic Trees" 
single. Thom and Jonny first performed as an acoustic number in 1993. 
There is only one known occasion, in 1995, in which the full band has 
played it live. It was a favorite of Colin, and he really wanted to include it 
in ‘The Bends". Thom, meanwhile, said he wanted to rename it. Neither of 
this things happened. This track is a rarity in the band's discography, 
because it features a female backing vocalist: Dianne Swann, of the Julie 
|DXo} i's) ebeeommn'aelomciey eo) ole) in-rous ac: (eule)ecr-Kemeou-Muolebene) muel-mOs @-baelesevemnobimupoetce 
However, it has also been suggested that the backing vocals are actually a 
band member, whose voice has been manipulated, and later jokingly 
called Dianne Swann after the phrase “Dying Swan’. 


This, though, is highly unlikely. 


SY=1) =| me Leleyom taljalelom-lalemer-le 

ce lavaliave mele) sam talcmall 

(Verse 1) All so 
mY-litc aol m= |p(eme)ce)e(elalm(omiat-melce)ulare 

M-laamaleiate|avar-ler-lie 

-leame|a0lal.er-ler-lia 

With all the money | owe to my friends 








When I'm like this 

Cito How can you be smiling, saying 
How can you be sure? 

How can you be sure? 


HiAY{o)Um\'7- || .exeleim tal- me lore) 

(Verse 2) Will | see Wiolum-le r= lait 
hiesomanleleiame)manl-mil-tomAmLClUlM-\o1s 

M-leamaleiate|avar-le[-lie 

-leame|a0lal.er-ler-lia 

With all the money | owe to my friends 


COrteyatty) 


The song seems to talk about the feelings that a person has after a break 
up: the narrator is full of insecurity and fear. The other half of the 
relationship, meanwhile, seems to be quite relieved about the split: this 
person is apparently smiling. But, then again, the song might be about a 
romantic couple, where one of the two is constantly messing things up 
(most probably, getting drunk). Still, the other half seems to be willing to 
continue with this person, and the latter can't help but ask “how can you 
be sure?’ to keep on with this messy relationship. The track is pure pop 
songwriting: it starts with an acoustic guitar, which is maintained playing 


simple chords throughout: the verse and chorus go E-B-E-A (I-V-I-IV), 


while the pre-chorus follows a descending progression: A-G#m-F#m-E 








no characteristic sudden chromatic changes. Jonny plays organ on the 
verses, and then a piano joins in the pre-chorus. Yorke, meanwhile, sings 
what has to be one of his most simple, but clever, melodies: in the chorus 
he maintains a high E, and then descends, to also finish in E. 

After the second verse, Swann joins in, with a melody in harmony on the 
verses, and with counterpoint on the chorus ("I don't want you 
anymore’ ). There's no doubt that, if included in "The Bends", it would 


have been a single. 


T. Yorke= Vocals, guitar 

J. Greenwood= Organ, piano 
C. Greenwood= Bass 

E. O'Brien= Guitar 

P. Selway= Drums 

















0) TALK SHOW HOST 


(0) eXeme) ime oXouecKessiem ol-sCon'é<10 Ws ooacpCoU sry ololu em ohraloy-Deceur-bele melee) Comm Gam et-tom-le)el=r-Dacie| 





constantly in live sets through the years, and, to this day, fans ask 
themselves why this song wasn't on ‘The Bends", and appeared instead on 


the “Street Spirit" single. A remix of the song appeared on the soundtrack 


of the 1996 movie “Romeo and Juliet", where “Exit Music (For A Film) is 








is also heard. “Talk Show Host’ features a very electronic and dark sound, 
and, actually, doesn't really sound like the Radiohead of "The Bends" 
(except for, maybe, “Planet Telex"). In fact, the song now seems like a 
glimpse of what was to come in the future years. The track explores a 
trip-hop sound, reminiscent of Portishead. It was recorded at the same 
session that "Lucky", in September 1995. The song's dark lyrics, despite 
being widely considered some of the band's best, have never been 


rendered any kind of explanation from band members. 


| want to 
(Verse 1) MAY 'Z-lalan com el-mes\e) pal-\e) al- =) ksi- me) mm =).4e)(ele(= 
Floating upon this surface for the birds 
(Chorus) atom o)iqelcmmialsMe)i nets 
You want me? 
(Verse 2) mibce.dlave MW Z=)| mere)an(-Me-lalemilaremaal= 
Mimeloml7elitale 
Adlai; We [0] aur-lalemr- i er-(e),@re)mcy-lale "i (epToss 
(Chorus) Nate are) ialiare mec) 
V 3 You want me? 
(Verse 3) WAVK=Y| exe) palo We)air=|a(e Mm @)a-v-1 quiet me (ele)mere)ue 
You want me? 
mi 0 (1,41 ale mexe)agl ome) am-|alem e)a-y-1 @llal>melele)mele))Ua 

(Chorus) 


Wane a=y-(ehae.co) 








Despite a difficult interpretation, it's safe to say that the lyrics talk about 
some rather dark themes: insanity, violence and death are all touched. 
And society, of course, seems to be involved somehow. One 
interpretation is that the song deals with a soul becoming corrupt. 

At the beginning, the narrator knows his situation is bad, and, given that 
his situation might be as food for the birds, he wants to be someone else. 
In verse 2, his soul is gone; he turns homicidal and aggressive; having 
both a gun and some sandwiches, which don't have much in common, 
proves that the narrator doesn't know what he's doing anymore: he's 
lost it. Now he's gota rebellious and renegade attitude: in verse 3, the 
narrator has no more hope in life, since he has messed everything up 
and is ready to face the consequences. Who's breaking down the door? 
Possibly the police, since the narrator seems to have turned into a 
murderer. Overall, if we consider the song to have this interpretation, it 
talks about the descent into madness of a person, to the point where he 
doesn't really care about himself, or about anything at all. By naming the 
song Talk Show Host’, the band already points towards a social and 


cultural theme: maybe the corruption of this soul is caused by society. 


Most probably, the narrator IS this talk show host. He appears smiling 








and cheerful in the TV, but is actually an unhappy person behind cameras; 
he eventually descends to insanity, maybe because of his fake feelings, or 
maybe because society has messed him up. Then again, the very first line 
does express unhappiness: I want to be someone else...” Maybe the whole 
point of the song is that we are taught to be unhappy by putting role 
models in front of us; only to eventually realize that we are nowhere near 


them. 


The music follows the mysterious, dark lyrics: it is atmospheric and rather 


eerie in mood. It begins with a guitar riff in Cm: 


Played by Thom in a reverb-filled 
guitar. It consists of a descent 
from the 3rd of Cm, Eb, to the 
root note 





The drums, which sound rather electronic, enter and stop constantly, 
which gives the song a ‘start and stop" character (signaling “The National 
Anthem’, still five years away). These pseudo-electronic drums, along with 
the song's overall spacy character and lack of distortion, which has been 


changed instead for a layered texture, make the track quite an unique 


PLoKoutaceyomeyemaevomoy-belemcmerle-lreres 











The vocal melody starts with an ascension from C to F, which is then repeated 
in the second idea of the song's verse. These lines generally stay on Eb. Here, 
Yorke cleverly uses silence to create a memorable melody 


The chorus is in submediant Ab (VI); itis based on a simple riff, which 
goes from G# and G to a high Eb, dominant of this submediant. The use of 
G gives the passage a sound similar to that of an Abmaj7 chord. The bass 
joins in, along with an atmospheric distorted guitar. Colin's work in this 
song is especially notable: he fills in the space left by the guitar with an 
incredibly groovy melody; together with the drums, it creates a perfect 
background for the rest of the band to develop their ideas. By the 2nd 
chorus, Jonny joins in with an electric keyboard. There are brief 
interludes, in Eb and G (III-V), which give the song a tension that is 
eventually relieved. with a return to Cm. The drums become more 
ageressive as the song progresses, and they are in full swing as the song 
reaches its outro: the tight rhythm section backs a muted guitar scratch, 
while the keyboards become more dissonant. This final section is based 


around Eb, G, F and Fm (III-V-IV-iv), which includes some tense 


harmonic contrast. It is especially remarkable when played live: 








as the whole band maintains their role, Jonny plays an extended 
experimental keyboard solo. Thom continues with the original riffs, and 
O'Brien plays the muted guitar scratching with ambient effects. The roles 
of each band member in these live outro jams, though, has varied through 


Welom (cre back 





T. Yorke= Vocals, guitar 
J]. Greenwood= Keyboard 





C. Greenwood= Bass 
E. O'Brien= Guitar 
IS AE Liem Dab teets 














@ BisHopP's ROBES 


First released on the "Street Sprit” single, it was later issued on the 1997 EP 





“Running From Demons’. It was played live quite often in “The Bends’ era. 
The song is a lament over Yorke's younger days in Abingdon School. 
Apparently, the headmaster and his attitude hurt Thom when he was a 


youngster. One can't help but be reminded of The Smiths and their 


similarly themed 1986 song "The Headmaster Ritual. 








Dressed in Bishop's robes 

(Verse 1) Terrifies me still 
Tals =J\cJale) oksm ae) eles 

Bastard headmaster 


CS rteratty I= laamalelme(e)iavem ey=\e. abe) 


OF al iolg-yamcclele|aimiom <i 

To tear themselves to bits 
On playing fields 

Dressed in Bishop's robes 


(Verse 2) 


(Chorus) 


The song clearly indicates a deep resentment, but there's also a palpable 
fear in the lyrics. Its social /political critique lies in some of the most 
direct lines Yorke has ever written (“bastard headmaster’ ). Musically, the 
song is quiet and dreamy. Greenwood plays an ethereal keyboard line in 
the chorus and bridge, while the drums and guitar play the main rhythm 
slow and delicate. It ends with a wordless chorus, which eventually builds 
tension by repeating the non-conclusive cadence G-F. Suddenly, the song 


finishes back on tonic Em, which gives the ending a rather gloomy 


resolution. 
(Intro/verse) Em-A2-B7 i-IV2-V7 
COroatts C-G (x3) VI-Il 


C-G-F VI-ITI-I 








T. Yorke= Vocals, guitar 


J]. Greenwood= Keyboard 
C. Greenwood= Bass 

E. O'Brien= Guitar 

P. Selway= Drums 

































0) BANANA CO. 





“Banana Co." first appeared as a B- side in the “Pop Is Dead’ single. It was 
an acoustic track, recorded in 1993 that featured only Thom, Jonny and Ed. 
It was then considered for “The Bends’, but was eventually released on the 
benefit compilation "Criminal Justice: Axe The Act”. This new studio re- 
working was also released in the “Street Spirit" single. Even with a full 
band arrangement, the song is still based on acoustic guitar. Its lyrics and 
title are supposedly inspired by “One Hundred Years Of Solitude’, written 
lod’ Cr-1 0) a (-) mer-baent- Wy E-DxeLelsyAms bolmn elcome melo Wa olele) em ueX-mu oy-bet-ber-mere)eelor-behiauecwre| 
multinational company that ruins a small town, Macondo, and their simple 
ways of living with their capitalist ideas. Garcia Marquez himself was 
inspired on a real company, the United Fruit Company, who lied, and even 
actually killed, in the 1920's Colombia, in order to get what they desired. 
Yorke sings this song to those big corporations, who focus on getting what 


they want, no matter the cost. This seems to be the main idea of the song. 





(@) apm =tslarclarcmere 


(Verse 1) We really love you and we need you 
yale 0) ah =y-lal-lar- mee) 

We'd really love to believe you 

(Chorus) SIUIm=\Z-1avZualiale hsmelare(-iael cele late 


We gotta dig it up somehow, yeah yeah 


Oh, she said, "No go" 

(Verse 2) She said she'd like to, she's seen you 
PN aloe) am =y-lal-lar- Ore 

she knows if you die, then we all do 


The company from the book is taken as a metaphor for all multi-nationals. 
In verse 1, the people (“we' ) say they really hope the company's promises 
are real, because if they are, the quality of life in the city will rise 
considerably. In the chorus, the company seems to issue a disadvantage: in 
order to get things moving, things have to change. Verse 2 (maybe) deals 
with Ursula, a character in the book who doesn't quite trust the company. 
However, she is perfectly aware of their newfound social importance (‘if 
you die, then we all do). Maybe, in the song, she is treated as an allegory for 
people weary of big corporations. Again, Thom makes a subtle, but 
powerful, social/political statement. 

Musically, the verses go through a very common chord progression: Em-C- 


G-G/F#- G-G/F# (i-VI-III). The chorus, however, has a typical Radiohead 


change: an unexpected Cm is first followed by a G, and the second time, by a 








descending progression, which ends on C. This chromatic change Keeps the 
song considerably interesting, and is, actually, quite similar to what 
happens in the chorus of "Killer Cars’. The chorus also includes some 
keyboard arrangements. The song is also notable for a trademark 
Greenwood guitarsolo that ends with manic distortion, effects and 


feedback. 


T. Yorke= Vocals, guitar 

J. Greenwood= Guitar, keyboard 
C. Greenwood= Bass 

E. O'Brien= Guitar 

P. Selway= Drums 

















w MOLASSES 


From the “Street Spirit” single. This song has never been played live, and 





the band has never commented on its existence. It presents Radiohead in a 


Jazz-like mood and allegorical lyrics. “Molasses” is a substance that comes 


as a by-product in the production process of sugar cane. It is bitter, and the 
lyrics seem to refer to this fact. 
Shake hands, genocide, Molasses 


Jet-powered caravans 
Wie) FeIststers 








MaalnColeme(eloronm Aoluuc-m-)(0(e.ae)p 
Rent free earthquake zone 
Wile) Fe Keisfors 


| need someone else's glasses 
Starving waitresses in plasters 
Fat houseflies, genocide 
We've been stitched up 
Wile) Fe Koti 
There is a social/ political attack in the lyrics, which is noted in phrases like 
“genocide , jet-powered caravans or ‘rent free earthquake zone’. The 
song seems to talk about environmental issues, and also attacks people for 
letting this happen. The molasses metaphor probably alludes to the idea of 
someone getting a profit out of someone's disadvantage: the pains of these 
people that get injured are just a bitter by-product, like molasses. 
Despite its subject, the song has an almost playful character: it is based ona 
cuitar progression (G-C-A#-D= I-IV-II#-V), played over a 2/2 beat where 
the D is accentuated by both drums and guitars. Thom, meanwhile, 
bohm ele LUCercrow- Wea eK=y (oLohvanu or-Lemtomecoleley (cre mohvar-Domen'd MeLUloyer-lKLom-100 01m ohian 40) 0.<ome Bole 
song is one of Radiohead's shortest tracks and consists only of verse anda 
wordless bridge based on Gm, with a brief riff that goes from A#m to Fm. 
T. Yorke= Vocals, guitar 
J. Greenwood= Guitar, keyboards 


C. Greenwood= Bass 
E. O'Brien= Guitar 














P. Selway= Drums 
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Basic info 


-199'7 

- Recorded at Canned Applause (Didcot) and St. Catherine's 
Court (Bath) 

- Parlaphone 

- Produced by Radiohead and Nigel Godrich 


- Singles: Paranoid Android 





Karma Police 





Lucky 





No Surprises 





Airbag 





-Peaked at number 1 in the UK, 21 in the US 


-Track Listing: 


1. Airbag 
. Paranoid Android 
. Subterranean Homesick Alien 
. Exit Music (For A Film) 
. Let Down 
. Karma, Police 
. Fitter Happier 
. Electioneering 
. Climbing Up The Walls 
10. No Surprises 
ll. Lucky 
1g. The Tourist 
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Background: 





While Radiohead was on tour supporting "The Bends’, they were 
commissioned to write a song for a charity compilation. “Lucky” ended up 
being the contribution of the band, a song that pointed towards a new 
style. The tour proved hard work, and the band took a break in January 
1996. Meanwhile, the success of “The Bends" gave the label (and the band) 
confidence to have the new album produced by Radiohead themselves. 
Although they could have made millions with another record like their last 
one, they decided to try and experiment with their abilities. 

What came out of this has been widely acknowledged as one of the 


greatest albums of all time. 





Recording: 

The band started rehearsing in their studio Canned Applause, on July 
1996. The label had given them a considerable budget and an open-ended 
deadline; however, the decision to produce the album themselves soon 
started to create problems: the band would move on song to song, without 
finishing one, and already working on the next one. They also became very 


critical of each other’s contributions. 


183 
next one. They also became very critical of each other’s contributions. 


Soon, Nigel Godrich (originally just an advisor) became an important 
force within the group, and a co-producer of the album. Radiohead then 
decided to move to another recording location; four songs ("No Surprises", 
Electioneering ', ‘Subterranean Homesick Alien” and “The Tourist’) were 
already close to being completed. However, the band undertook a 13- 
date American tour, supporting Alanis Morissette, and performed some 
new songs (like "Paranoid Android’) on the road. When they returned, the 
band resumed the recording in a far-away, removed location: St 
Catherine s Court, a mansion owned by actress Jane Seymour, near Bath. 
The new setting helped the recording process, and the album was finished 
between September and October 1996. The String arrangements were 


added at Abbey Road Studios, in January 1997. It was mastered at the 


same location, and then mixed twice. 


Packaging: 





The album cover is a collage of various images and texts, created by 
Stanley Donwood and Yorke (under a pseudonym) on a computer. While 


the band worked on the recording sessions, Donwood kept a visual diary, 
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computer. While the band worked on the recording sessions, Donwood kept 
a visual diary, where he tried to recreate the song's music into pictures. The 
artwork features motorways, airplanes, families, logos and cityscapes (all 
related themes of the album). Also prominent is the image of two figures 
shaking hands: this image would go on to become one of the logos most 
closely associated with Radiohead; it represents (according to Yorke) 


exploitation. 


Title: 





“Ok Computer" was originally the title of the song “Palo Alto’. Although the 
song was not included in the album, the phrase stuck with the band, 
because it connected to the vibe and overall thematic of the album. It 
references the future, machines; fear of progress, and, of course, computers. 
To Yorke, the title “refers to embracing the future, it refers to being terrified 
of the future, of our future, of everyone else's. It’s to do with standing in a 
room where all this appliances are going off and all these machines and 


computers and so on... and the sound it makes’. 
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Reception and legacy: 

“OK Computer’ has been widely considered one of the greatest albums 
of all time. This is due to its experimentation, quality songwriting, 
important themes, and to the idea that it represented very well the 
important time it was released on: it was instantly recognized as a 
work that encapsulated its paranoid times, and was compared to The 
Beatles and "Sgt. Peppers’. Both albums went beyond their (huge) 
musical /artistic content and became some sort of social/cultural 
statement. It is also important to note that this album was not only a 
critical success, but also a commercial breakthrough: Radiohead had 
climbed to the top spot in the UK, and had ascended considerably in the 
USA. This was contrary to what both band and label had expected, 
since they were both sure the album would be something of a 
‘commercial suicide’. The sudden attention they started receiving was 
bigger than anything they had experienced so far. For the band, 
however, this was overwhelming; Yorke said they only wrote pop 
songs’, and that there was no intention to make any art, let alone any 
big social comment. The band felt critics were far too positive, and 


werent as happy as one would have thought they'd be. In fact, the 
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backlash of media attention bothered them (especially Yorke) and made 


them feel uncomfortable. As Jonny said: "I don't think it's that good an 
album, really. There are good songs on it but there are songs that just 
sound like dead ends, that sound like it's the last time we can do that. I 
don't think we've finished yet." This alienation would be present in the 
creation of their next album. The album did, however, cement Radiohead 
as one of the best bands of its time, and is widely considered to be the 
real starting point of Radiohead's amazing musical evolution. It has been 
placed (in considerably high entries) on endless "Greatest albums of all 
time’, and "Greatest albums of the 90's’ lists. Despite all of this, some 
people still consider the album to be highly overrated. But that's 
probably due to its overwhelming reception, which went a little beyond 


just the music itself. 


REVIEWER 
AllMusic 
Entertainment Weekly 
The Guardian 





Pitchfork 





Rolling Stone 
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Music: 





“OK Computer’, as stated before, is widely considered the album that 
meant a before and an after in Radiohead's career. The songwriting and 
experimenting left behind the guitar-driven music of both “Pablo Honey" 
and “The Bends’, and, in its place, a more electronic, and unusual style was 
born. As Thom said it himself: “we bought a bunch of keyboards and 
learned how to use them”. Guitar riffs and chord structures are not the 
main focus in "OK Computer’; instead, the band focused on textures and 
moods, all created by experimentation. The wide array of influences 
Radiohead were listening to include the experimental Fusion-Jazz era of 
Miles Davis ("Bitches Brew’), The Beach Boys’ “Pet Sounds’, Krautrock 
band Can, film soundtracks by composers like Ennio Morricone, classical 
composers like Krzysztof Penderecki and rock acts like The Beatles, R.E.M.., 
PJ] Harvey or Elvis Costello. The music on the album shows a more mature 
style, and its songs have proved hugely influential on musicians of latter 
years. Radiohead, however, would depart even more from traditional Rock 
songwriting in the years to follow. It's hard to categorize the album under 
a single genre. It has been called Art Rock, Alternative Rock, Experimental 


Rock and even Progressive Rock. 
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As far as lyrics are concerned, ‘The songs are far less personal than the 
ones on ‘The Bends’. | didn't feel that same need to tell my own story. I 
was much more involved in other peoples world, and I put my own 
thoughts in perspective’ (Yorke). The album focuses on themes like 
death, technology, society, insanity, transportation, capitalism and 
modern life, amongst others. However, "OK Computer” probably marks 
the moment when Yorke starts to write completely abstract lyrics: his 
imagery often seems nonsensical, and is delivered through a very 
cryptic style. Yorke has stated that he just wrote about everything that 
was going around him ('"[...|I’m just taking Polaroids of things around 
me moving too fast".) Writers like Noam Chomsky, Will Hutton and 
Phillip K. Dick were influential during the writing of the lyrics. Yorke's 
used takes were mostly first takes. Ed O'Brien has stated that about 
80% of the album was recorded live, and added that, in fact, he hates 
overdubs. The band didn't feel like each instrument had to be recorded 
separately. Apart from the instrumentation the band had used in their 
previous album, OK Computer’ introduced Glockenspiel, Mellotron and 
electronic effects. Keyboards are featured prominently, while strings 


appear in one track. 
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Is OK Computer a concept album? 





Since the album has recurrent themes, it has been called a concept album. 
The band says it is not a concept album, as long as we take the term 
literally: meaning that there is an underlying common story in every 
song. According to O'Brien, the work is a whole, and it's better 
appreciated when having this in mind. There IS some kind of continuity 
between tracks; and, in fact, the first five tracks, from "Airbag" to “Let 
Down’, are a Suite: they are connected through sounds/special effects in 
order to maintain this sense of continuity. Some do think the album is a 
continuous analogy, separated into individual examples, of how 
technology affects our everyday life. It has also been identified (although 
in relation to the stated before) as an album that points out how the 
government controls everyday life for everyone, and how the people cant 
do anything about it. This is a very wild take on the album, but some of its 
themes do make sense when seen from this light. The ‘truth’ is probably 
somewhere in between. Another very interesting idea is that the song is 
actually a cycle: the first song follows the last one, and it fits because 
‘Alrbag’ talks about second chances and rebirth. 


But the band refuses to call their work a ‘concept album’. 


©? AIRBAG : 


The first song off the album introduces some of the album's themes quite 





directly: Thom wrote it based on a traumatic 1987 car crash, the same that 
inspired songs like "Killer Cars” or “Drunkk Machine’. As such, important 
album themes like fear of technology, or death, are palpable early on. From 
the very first song, Radiohead seems paranoid about the society we live in. 
It is also known that this song was the first in the album track listing for a 
particular reason: Colin said that they “wanted an opener like "Planet 
Telex” on "The Bends”. A song that is completely different than all other 


songs on the album." "Airbag" was first performed in 1995, and it was 
Originally titled “Last Night An Airbag Saved Me’, a play on the Indeep song 
“Last Night a D] Saved My Life’. Its lyrics have references to a magazine 
article called “How An Airbag Saved My Life", and are also inspired by the 
Tibetan Book Of The Dead. One of the main ideas of the song revolves 


around the illusion of being safe in the modern motorways. Thom seems to 


be paranoid about this supposed safety. 
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In the next world war 
(Verse 1) In a jack knifed juggernaut 
lam born again 


In the neon sign 
scrolling up and down 
(Verse 2) lam born again 


(Chorus) 
In a deep, deep sleep 


(Verse 3) Of the innocent 
lam born again 


In a fast German car 
(Verse 4) I'm amazed that | survived 
An airbag saved my life 


Along with this paranoia about not being safe, is the realization that life 
could easily and suddenly be gone at any moment. Not only that, but it 
could end because something that was supposed to help us, a car, has 
caused this sudden demise. There is a strong sense of alienation in this 
interpretation. So now that the narrator realizes he has almost dies, he 
gets an uplifting feeling of rebirth. This is another of the song's themes: 
second chances. The first verse says it clearly: "I am born again’. This 
person now feels like a superman, back to save the earth and make 
everything better; the chorus of the song expresses this idea. He has seen 


death, and has fooled it, and feels powerful and highly optimistic. 
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As Thom said it himself: "every time you have a near accident, instead of just 
sighing and carrying on, you should pull over, get out of the car and run 
down the street screaming: I'm back! I'm alive my life has started again 
today!'". However, there is a negative outlook, one that is related to the 
supposed album storyline of technology affecting modern life more and 
more: a car almost killed the narrator, but an airbag saved him. Here we 
have a strong irony: technology saved him, but it saved him from almost 
being killed by another type of technology. If the album actually refers to 
the different ways in which technology is affecting our everyday lives, then 
the meaning of “Airbag” is rather ambiguous. The distrust of technology 
expressed on the lyrics is very ironic when the musical aspects of the song 
are analyzed: ‘Airbag’ is filled with electronic elements, most notably, the 
drums. Radiohead was inspired by electronic musician DJ Shadow to create 
a track based on looping a beat; Selway recorded a short rhythm, and then 
Yorke and him spent a whole day sampling and editing this short beat. 
Although the used drums are the ones from this process, ‘the end result 
sounds a lot different than we intended", according to the drummer. Similar 
to what happens in ‘Talk Show Host’, in this song the drums have a stop- 


start dynamic, which also happens with the bass: Colin's melodic bass 
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is very notable in this song and strongly resembles 1970's Dub. The various 
musical influences of the band are already being explored in the first song. 
Colin's work is mostly based on a single line, which alternates between E 
and G before playing tonic A. Near the song's end, Colin starts playing with 
its tempo, and the bass line ends up becoming more and more varied. 

The song is in A major, but, as usual in Radiohead, has a strong chromatic 
character, which is seen from the very first notes in the first guitar riff of 


the album: 


The riff starts on the upbeat, which gives it a surprising and sudden personality. 
This melody does hint at an A major tonality, but its chromatic movement make 
it ambiguous. It is only after the entrance of the full band that the harmony of 
the song is clarified. 


Even though the album starts with a guitar riff, the band’s newfound 
interest in electronic/technologic musical characteristics, is evident: the 
riff is played by a guitar, but also by some kind of a string synthesizer 
sound (which has actually been suggested to be an accident), which gives 


it a feeling that already sets it apart from "The Bends" (with the exception 
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of “Planet Telex"). There are also some keyboard chords playing subtly 
and quietly in the beginning, and a tambourine (which is played by Colin 
when the song is performed live). After 3 bars of these instruments, 


another guitar riff comes in: 





This one is played by O'Brien, with reverb-like effects, and is a downward 
movement from E to D and C (dominant, subdominant and mediant of A. The 
tonic key is reinforced, if only indirectly). It is then varied rhythmically. It 
appears throughout the song, played periodically, and is also played by 
Thom in the verses. The harmony in the intro is, as stated before, based on A. 
In fact, Thom’s guitar, which enters with the drums, after the second guitar 
riff (when played live, Thom maintains this from the beginning of the song) 
plays a very basic A chord, over which the rest of the band's arrangements 
form a sophisticated harmony. The chords have been identified as 
Dm6add9/A and Aadd9, which would indicate a movement between scale 
degrees iv and I, with added 6th and 9ths. When the verse begins, the 
harmony stays on A, but there are various chromatic movements in the form 


of tetrads: Aadd9 moves to B11/A, which means the E of the A chord moves 
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half a step down. A similar movement happens in the next chord, where the 
resulting D# moves to D. To sum it up, the verse is based on a descending 
chromatic movement in the 5th of the A chord. The verse then resolves 
back to the Aadd9 chord. In the verse, ambience keyboards enter; they will 


be present for the rest of the song. 
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The melody from the verses reaches C, the 3rd of tonic A. After going down to A 
once, a brief run-down of the scale, from D, reaches A again. 


The chorus, in contrast to the chromatic complications of the verse, is quite 


straightforward: 


B7-F#m-E-A =e 117-vi-V-I 


The tension built from B7 is dissipated in the relative minor of the tonic Key, 


F#m; Dominant E (for a single bar, it is Esus4) resolves to the tonic at the 
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of the chorus. 
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save the un 





- - 1 - verse. 


The melody ascends to an E, after which it descends half atone, when the 
harmony changes to F#m. This chromatic movement results from the major 
seventh played before. The melody then descends to C, and, after some undulated 
movement, reaches E again for a brief moment. 


In another chorus, Yorke varies the melody's end to some slightly higher notes. 
After the first chorus, the intro is repeated. After the second chorus, a brief 


instrumental passage is played. It is based on a guitar figure introduced on the 


second verse: 


| doubled ad lib. with slide guitar zs. 
a— aie. 
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It consists of two highly manipulated guitars that play an initially descending 
melody. This riff has an important chromatic note in F. However, there are also parts 
of the riff that resolve in C#, the 3rd of tonic Key A. 

The passing from F to C# in a same melodic idea bares a Phrygian element. 
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After some repetitions of the chorus, the song ends with electronic/FX 
sounds ‘floating’ around, and with a new vocal melody, first heard through 
manipulated voices (reminiscent of future song ‘Kid A"). Beginning on A 
dominant E, the vocals pass through D and settle on mediant C#; thus, the 


final vocal melody in “Airbag” reinforces the song's overall tonality. 


the song 
Ah, 


The intro riff is also repeated in the song's outro (perhaps a reference to 
the idea of ‘full circle’, which some people have interpreted the album to 
be related to), and clashes notably with the A-based vocal melody. 

The song ends with 4 monotonous beeps, which serve as transition to the 


next song. 
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C. Greenwood= Bass 


E. O'Brien= Guitar 
P. Selway= Drums, sampling 
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PARANOID ANDROID 





If you ever look at any Radiohead song ranking /list (favorites, most 
influential, quintessential, greatest), chances are that "Paranoid Android” 


will be #1, or, at least, in one of the first 


RADIOH EAD 
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three places. The track is often considered the JQah | 
wueshis Hild Sy ary | 





most representative in the album, and one of the 
most iconic songs in the whole recorded output 

of the band. At the time of its release, there 

were not many songs by contemporary bands that 
had anything near its originality and amazing experimentation. Let 
alone, a lead single with so little to offer to a mass-market that buys 
singles like Blur's "Song 2° or Green Day's “Good riddance (Time Of Your 
Life)", both released in 1997. What is most amazing is that Radiohead 
actually reached number three in the charts with it, which also has to be 
thanked to illustrator Magnus Carlsson, who created the song's popular 
video. ‘Paranoid Android" has four different sections and, at six minutes 
long, was the longest Radiohead song until the release of “Supercollider" 


in 2011. 
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Its conception has to be thanked to The Beatles, most specifically, to 


Lennon's ‘Happiness Is A Warm Gun", which consists of different song 
pieces put together to form a whole tune. Radiohead did the same with 
“Paranoid Android: they had three different musical ideas, but didn't 
know what to do witch each one individually, so they decided to put them 
all together. Yorke says it directly: “Basically an excuse to weld loads of 
half-finished songs together [...]". Colin, meanwhile, has said it was 
‘ridiculous’ to do a six-minute song with all of those changes, and has also 
called it "a joke’, ‘alaugh’ anda ‘naughty thing’. It is curious that its 
creators see such a highly esteemed song this way. Some people have 
called it the “Bohemian Rhapsody’ of the 90's, something the band has 
disagreed with (Jonny says their song is simpler than the Queen song). 
The title of the song refers to a character from Douglas Adams’ novel “The 
Hitchhiker's Guide To The Galaxy’: Marvin, the Paranoid Android. Yorke 
says this character was chosen because he wanted people to identify the 
character with him: ‘It's a joke |...| That's how people would like me to be 
[...|. He says this is the only direct reference to himself there is in the song 


("[...] the rest of the song is not personal at all”). When the album was 


being recorded in 1996 and the songs were still in development, it was 
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played live and jokingly introduced as a Pink Floyd cover (a joke 


referring to its ‘progressive rock nature). It featured a long 
instrumental section, led by Jonny in the organ. According to O'Brien, 
the band thought it was funny to play such an experimental piece live. A 
shorter guitar solo soon replaced the organ outro. However, this new, 
seemingly easier version of the song, took the band about a year to be 
accurately performed live. The lyrics were inspired by an experience 
Yorke had on a nightclub in L.A., when he has surrounded with people 
with on cocaine, and a woman became extremely violent after someone 
accidentally spilled a drink on her. The event frightened Yorke, who said 
he couldn't sleep that night due to the sight this event (‘[...) a look in that 
woman's eyes that I'd never seen before anywhere). Themes important 
to the album, like capitalism, insanity and violence, are all present in the 
track. Yorke, in his usual cryptic manner, has said the song is about the 
fall of the Roman Empire. This doesn't make anything clear, and the 
lyrics of this song are probably some of the most disconcerting the band 
has in its discography. He has also stated that each of the three different 
sections of the song, which are characterized by moods, correspond to 


the three different states of mind Yorke was when he wrote them. 


SECTION 2 SECTION 1 


SECTION 3 


(Verse 1) 


(Chorus) 


(Verse 2) 


(Chorus) 


(Verse 1) 


(Chorus) 


(Verse 2) 


(Chorus) 
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I'm trying to get some rest 

From all the unborn chicken voices in my head 
What's that? (x2) 


When | am king, you will be first against the wall 
With your opinion which is of no consequence at all 
What's that? 

What's that? 


Ambition makes you look pretty ugly 
Kicking, squealing Gucci little piggy 
You don't remember 

You don't remember 

Why don't you remember my name? 
Off with his head, man 

Off with his head, man 

Why don't you remember my name? 
| guess he does 


Rain down, rain down 
Come on rain down on me 
From a great height 

From a great height, height 
Rain down, rain down 
Come on, rain down on me 
From a great height 

From a great height 


Rain down, rain down (that's it, sir, you're leaving, the crackle of 


pigskin) 


Come on rain down on me (the dust and the screaming, the 


yuppies networking) 


From a great height (the panic, the vomit, the panic, the vomit) 


God loves his children 
God loves his children, yeah 
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One of the simplest explanations of the songs’ meaning is, very directly 
put, that modern life breeds paranoid androids. In the very first lines, it is 
made clear that the narrator has some mental problems: he listens to 
voices (chicken voices) inside his own head, and this problem is 
accentuated by the external noise around him (this is probably a reference 
to the L.A. bar where Thom was scared by the woman). From the 
beginning of the song, it is made clear that the narrator might be a human 
with flaws: he is paranoid, and, due to his condition, he can't help but 
wonder, what's that?”. In verse 2, however, we are suddenly introduced 
to a different aspect of the narrator's personality: he is actually resented at 
society, and wishes to be violently superior to everybody else. Yorke 
referred to the second line of this verse as a joke, and stated: "|...| it's 
actually my opinion which is of no consequence at all”. Section 2 has some 
direct attacks to society: ambition isn't as healthy as it would seem to be, 
and people are just laboratory pigs that are manipulated as desired by 
brands, in this case, Gucci. This specific line was directly inspired by the 
woman in the bar. The next lines express the anger of the narrator's 
realization that he is just another one, and that, therefore, no one will 


remember his name: he just isn't important. As a response to this 
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The main line from Section 3 references suicide: an android is just a robot; 
so asking for rain would mean wishing death. (It has also been suggested 
that there is a close connection to the ‘tears in the rain’ monologue in 
“Blade Runner’ ). The next lines talk about a violent death, and have a 
political/social reference. "You're leaving’ is about death, and the 
screaming, panic and vomit hint at a death that isn't particularly peaceful. 
The phrase "God loves his children’ ends the song's lyrics with a strong, 
sarcastic attitude. These are just the main points taken from each section. 
Now they have to be adapted for each general interpretation. One of them 
is that the narrator is a literal android, a machine. He is watching humanity 
from a stranger's point of view. This is especially fitting when analyzing 
the third section: the android is watching humanity collapse, and 
comments sarcastically on how much God loves this race, seeing how they 
are being mutilated. Another theory is that the song is told from the point 
of view ofa social outcast who has been living as a victim of the higher 
class. He sees their life and notices the people with more money are 
actually living under more lies than those who have less. This person is 
paranoid and hears voices; but at least he’s not a manipulated, freedom- 


less person, who doesn't decide what to do with his life: he is not an 
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android. If we follow this interpretation, the remaining sections would be a 


violent revolt against the more comfortable people: section 2 talks about 
his hatred towards them and their capitalist ideas (ambitions, brands), and 
at the end of it, the narrator finally revolts in a violent uprising. Section 3, 
then, would be a graphic description of the resulting massacre. Next to a 
literal political/social interpretation is the theory that maintains the 
narrator is actually Marvin, the original Paranoid Android. Undoubtedly, 
there are a lot of lyrics that can be easily (and coherently) associated to the 
character's story. It is very possible that Yorke took more than just the 
song title from ‘The Hitchhiker's Guide To The Galaxy’. Marvin lives his 
whole life depressed, mainly because he is ridiculously smart but never 
gets to show it. Radiohead might have taken Marvin as an allegory of the 
modern citizen: someone whose value is never shown, someone whose 
name isn't remembered. There are also three main connections: first, 
Marvin dies on a rainstorm ("rain down"), while reading a message from 
God ("God loves his children”). Second, in Adams’ universe, there exists a 
breed of pigs that can talk ("Gucci little piggy"), and, most important of all, 
the corporation that built Marvin, Sirius Cybernetics Corporation, is 


described an the book as “a bunch of mindless jerks who'll be the first 
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against the wall when the revolution comes... Now, this cannot be a 


coincidence. Logic dictates Yorke also borrowed this from the book. All of 
these are just some interpretations; some more complete than others, 
some more abstract, and some a little bit more literal. But, I think it's safe 
to establish the main mood /feeling (I didn't dare to say ‘message ) of each 
section: The first deals with an unpleasant situation that leads to a violent 
uprising, section 2 seems to be the beginning of this uprising, and the final 
section with lyrics talks about the results of this uprising. Bear in mind that 
this ‘uprising’ isn't necessarily physical violence; it means just a rebellion, 
an anger towards something. I also believe that the music reflects these 
moods: section 1 is calm, but, as we will see, is also filled with tension and 
instability. Section 2 reflects the action that is beginning to take place: the 
music grows more violent and loud, and eventually explodes just as the 
lyrics proclaim graphic violence. Section 3 becomes (arguably) eerie, and 
sounds religious, almost like a choral work. It doesn't reflect the (very 
possible) literal and physical violence that is taking place; instead, it 
reflects the moral implications of the act that is taking place, and of what it 
means. All said here are, of course, just interpretations and theories. I truly 


believe Yorke presented some of the most intricate and cryptic words of 
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his entire career in this song: what it is he had in mind exactly, we ll 
probably never know. (As long as we assume he does know it’s meaning). 
The musical aspects of “Paranoid Android’ present Radiohead 
experimenting in ways they had never done before; in fact, few latter songs 
would present such a dense and complex musical character like the one in 
the song. It is not surprising that people called it Progressive Rock’. It's 
hard to explain what is going on the harmony of this track due to its 
ambiguous nature and to its modal mixing: the band often changes the 
scales they are using in a matter of seconds. This, though, keeps the song 
very interesting. It is also important to note that each section is written in a 
different key. Section 1 is in Gm (although it has also been considered to be 
Cm). It starts in subdominant Cm, with an acoustic guitar (Thom) playing 
the chords with a changing bass note: first it is on tonic C, then it descends 
to Bb, and then it skips to F on the string above (A). After a brief return to 
Bb, the bass descends to A in order to reach G, the tonic of the song. The 
progression then passes through A and Bb again, in order to reach Em7b5, 
which would also be considered a Gm6, or a Gm/E. This progression uses C 
dorian and C mixolydian, and the E that appears in the last moment could 


be either a chromatic embellishment, or a passing tone back to the Eb of the 
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This progression indicates C dorian and C mixolydian, and the E that 


appears in the last moment could be either a chromatic embellishment, or a 


passing tone back to the Eb of the Cm chord. 





The figure upon which the verse of section 1 is based. Played by Thom on acoustic guitar 


The progression cold be identified in a variety of ways: 
1. Cm-Cm/Bb-F7-Gm-Em7b5 (Gm6, Gm/E) 
2. Cm-Cm7 /Bb-F7-Am7-Cm7/Bb-Gm-Dm/A-Bb-Em7b5-Em7b5sus4 


3. Cm-Bb6add4-F9-F9 /A-Gm-Gm/A-Gm/Bb-Gm6/E-Gm6/9-Gm6 


When the song first reaches Bb again, Jonny introduces the following guitar riff: 


Based on the Bb chord. It starts with Bb and 
D (the 3rd of the chord), which then descends 
to A and G, just as the harmony reaches Gm 





again. Itis then played an octave lower 


The return to the beginning of the progression is done through a brief chromatic 


descent from D to C. 





the noise,_ I’m tryin’ i (itis get__ some rest,_ 





The melody in the verses features an ascending idea that reaches tonic Bb and then 
descends back, although not completely. It spans an octave and a third. 

Especially interesting in the melody is the E: it is first sung as Eb (according to the 
harmony of Cm); on the descent, it is sung as E-natural (according to the sudden 
harmonic change to A. E is the 5th of A). 

O'Brien plays the same notes and movements, but on a different register. 


The chorus (or refrain) of the first section is introduced after two repetitions of 


the basic melody progression: 


The harmony changes to Gm6-Dmadd9/F-E7-Gm6. 

Yorke, meanwhile, maintains a natural E. The change from E to Gm is quite 
unusual, and it only makes ‘sense due to the melody's previous gesture, which 
lands on D, the 5th of G. While Thom is singing, an artificial voice (the same 
from ‘Fitter Happier’ ) says in monotonous voice: ‘I may be paranoid, but not 
an android’. This passage is dissonant (and sophisticated) due to the 
chromatic movement in the chords and to the melody maintaining this natural 


E, which sounds dissonant until E7 is played. 





The guitar melody present in the chorus/refrain follows a chromatic descent that 
moves along with the chords: it starts in a Gm arpeggio (the tonic is played just in the 
acoustic guitar), which then moves Bb (the 3rd in Gm) half a step down to A, and then 
half a step down to Ab. This creates a very palpable tension, but Keeps the passage 
highly interesting. 


Section 1 stretches out to little less than two minutes. It consists of an intro, 
a verse and a chorus/refrain; the last two are repeated once. 

In it, the drums play softly and very subtly; the basic rhythm of this section is 
actually provided by a combination of drums, claves, which play as 3:2 
(which results in syncopation on the third and fourth beats), and shaken 
percussion. These last are played by Colin and/or Ed when the song is 
performed live. This use of unusual percussion, together with the complex 
harmony, creates a very exotic and unique-sounding song. The bass joins in 
the first refrain, maintaining G, F, and E as the harmony moves 
chromatically. 

The musical character of the song so far, as we've Seen, is very tense, 
dissonant and nervous: It fits very well with the lyrics, which could also be 


categorized under these words. 
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Section 2 is based on a guitar riff. The key of this section is Am. 


y a 
“Wenner” t “ea eget . f *e 7 


There is a chromatic note in Ab, which gives the riff a very Hard Rock (even Metal) feeling 


Immediately afterwards, we are presented with a frenetic passage in 7/8. Itis 


based on the aeolian progression C-Ab-Bb: 





Here, an electric keyboard enters and starts playing the chords along with the 


guitars. Colin's work in this 7/8 passage is very notable, and shows off his 
ereat melodic-bass lines. Meanwhile, Yorke blabbers gibberish on top, in the 
form of high register vowels. 

The change from this progression to the riff happens through an aggressive 
and sudden chromatic descent from C to Ab. 


At first, the vocal melody imitates the riff: 





Am ~-._-bi-tion makes you look ve - ry ug - ly.___ 
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However, the second time the progression changes to the melody, the song 


turns loud and aggressive; Yorke introduces a new, almost shouted, melody: 





You don’t re - mem - ber, you don’t re - mem - ber, 
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Off with his head. man, off with hishead man. Whywon’the re-mem-ber my name? I guess he does. 





The song suddenly turns violent. Without a doubt, this is a reflection of the 


words in the lyrics. 

The guitars change to full distorted noise, the drums suddenly explode and 
start playing heavily. Yorke, meanwhile, maintains the riff on the acoustic 
cuitar. When the aeolian progression appears again, the vocals maintain a 
long C, and then raise the note to the C an octave higher. 

After the corresponding chromatic descent from C to Ab, the guitar solo 
Starts. Jonny Greenwood's solo in this song is probably the most well- 
known guitar passage in the band's discography. No guitar player at the 
time (and few since) used dissonance, noise, electronic effects and plain 
atonality like Greenwood does in this 30-second solo. It almost seems like 


a reflection of the horrible situation described in the lyrics. 
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While Greenwood plays, the band maintains the same structure from before. 


A rough transcription of the solo could be as follows: 
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There are some brief moments where Jonny plays melodies /riffs instead of 
just noise/sound effects. But it would be hard to state that the main objective 
of the solo is anything but creating atonal/dissonant noise. Jonny makes his 
euitar sound like this through the use of a Mutator effect pedal. When 
recording the solo, he fed the signal twice, and got an incredibly 
experimental sound. Also, Jonny's guitar has built-in switches that allow him 
to cut the signals from the pickups; this creates staccato notes, which are 
actually prominently featured in this solo. Again, technology is an essential 


part to the essence of a song by the band. 
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The solo ends in a sudden F chords, and the song moves on to the next 
section, which probably the closest Radiohead has ever been to classical 
music. In fact, some people have actually categorized it as choral music. 
It begins at around 3:34. It is based around a chord progression played by 
the acoustic guitar, soft drums and a multitude of voices (some are overdubs 
by Yorke, but some seem to be manipulated voices). 
The harmony, written by Jonny Greenwood, is as follows: 

Cm-G/B 

Bb6-A 

Dm-A-Dm-Dm7/C 

Bb-F /A-Gm-F 

E-Esus4-E 

A-Asus4-A 
The unusual movements and constant modulations in this chord progression 
create a very unsteady section. The section begins in Cm, but then modulates 
to Dm after just two bars. The apparition of F, Gm and Bb could also be seen 
as another modulation, this time to Bb. So, we could say that this section is 
based on Cm, Dm and Bb, which would indicate the basic movement of a 


second, and then a seventh. 
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But this progression could also be seen as having Dm as tonic, and, therefore, the 


harmony could be explained with modal mixture. 


The chords, thus, vary a little bit: 


Cm-G/B-Gm/Bb-A7-Dm-A7-Dm7 /C-Bb-F/A-Gm7-F-E-A 
(vii IV6 iv6 V7 i V7 i7 VI iii6é iv7 MMV) 





In the first chords, the phrygian mode would be present. Afterwards, the 
song changes to dorian; when Dm appears, the song changes to the major 


mode. On top of this intricate harmony are the vocals, which just sing “Ah” 


in homophony. 





The melody, which consists of a succession of descending lines, move 
chromatically, along with the corresponding chords. The last line, however, is 
ascending, and serves as a gestural cadence for the following change from A 
to Cm. This change is interesting due to the chromatic movement of C# to C 


and of E to Eb. 
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After the progression and the choral melody are presented once, the main melody 


begins. Also, an electric keyboard joins in playing chords. 





from a great height, from a great__ height, height. 


This new melody follows the basic idea of the backing vocals; it even has some of 
the same intervallic jumps. A vocal counterpoint is created. 


The third time the progression is repeated, yet another vocal melody is introduced: 





That’s it sir you’re leav-ing the crack-le _ of pig-skin the dust and thescream-ing. The yup-pies net-work-ing, Ah! 





The melody revolves around a figure based on an ascending 3rd jump, which then 
descends back to its original note. This happens in every bar (in some cases, more 
than once); in the first bar there is an exceptional ascending 4th jump 


Now the section is at its climax: the whole band is playing, the drums are 
louder, and the vocals have created a three-voiced counterpoint (that is, if 


we consider the “Ah” backing vocals to be literally homophonic). 
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In little less than 2 minutes, the song's third section has slowly built the 


song to an emotional climax, which, at 5:36, ends dramatically. The 
fourth and final section is a return to the aggressive solo of the second 
section. Its harmonic background is the same, and the riff is present 
again (in fact, it introduces the section). The new guitar solo, which lasts 
more than the previous one, serves as a coda to the song. After the 
endless modulations, moods, violent changes and cryptic imagery, the 


song ends with its most violent moment, the one that (perhaps) 


represents the hypothetical uprising the song's lyrics illustrate. 
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The song ends suddenly with the aggressive chromatic movement from C 


to Ab. 





“Paranoid Android’ will probably be remembered as Radiohead's 
crowning achievement. This is not due only to its musical quality (as 
amazing as itis), but also because of its originality and experimentation, 
which proved highly influential in the musical world that followed it. 
Putting aside countless accolades and top spots in rankings, the best 
proof of the song's importance is the one the band themselves show: it is 
played at almost every live show, and is always one of the highlights 
when this happens. | truly believe this song to be the quintessential 


Radiohead song. 


C. Greenwood= Bass 


E. O'Brien= Guitar 
P. Selway= Drums, percussion 
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G0 SUBTERRANEAN HOMESICK 





ALIEN 





This song was written around the time “The Bends” was released, and it 
was already performed as an acoustic number live from time to time; 
back then, it was known as "Uptight’. It was also amongst the few songs 
on "OK Computer’ to be recorded in Canned Applause instead of in St. 
Catherine's Court. Although the name is a homage to Bob Dylan's 1965 
song "Subterranean Homesick Blues", the musical aspects of the song are 
actually inspired on Miles Davis and his 1969 Fusion Jazz album “Bitches 
Brew’. This is most obviously seen in the sound of the guitars and of the 
keyboards, although Jonny commented: '|...| We were trying to do that, 
but between me and Thom, we don't have any good electric piano players. 
And we didn't like the guitar playing. And none of us can play trumpet, so 
it was always going to be fairly bad plagiarizing’. It's interesting to note 
that when the band tries to sound like other musicians, they end up witha 
result they are not quite satisfied with; the same thing happened when 


they tried to emulate DJ Shadow on “Airbag”. The inspiration for the lyrics 
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comes from two anecdotal events in Yorke's life: the most recent one 
happened when, on a drive through the country road, the singer 
accidentally hit a bird, and suddenly began thinking about alien abduction. 
The second event is better explained through his own words: ‘The first 
essay I ever wrote in school was, ‘you are an alien from another planet. 
You have landed, and you are standing in the middle of Oxford; write an 
essay about what you see if you re an alien form another planet, how 
would you see these people?’ and that's where a lot of it came from, 
really." The lyrics have been quite literally interpreted to be about an alien 
abduction. While this is very possible, the song has also been received as 
an allegory for watching society through the perspective of an isolated 
individual. The result of this observation is that he wants Aliens to take 


him away, as described in Verse 2. 


The breath of the morning 
(Verse 1) | keep forgetting 
The smell of the warm summer air 


| live in a town 

Where you can't smell a thing 
You watch your feet 

For cracks in the pavement 


Up above’! 

Aliens hover 

Making home movies 
For the folks back home 


Of all these weird creatures 
Who lock up their spirits 
Drill holes in themselves 
And live for their secrets 


They're all 
(Chorus) Uptight (x6) 


| wish that they'd swoop down in a country lane 
Late at night when I'm driving 

Take me on board their beautiful ship 

Show me the world as I'd love to see it 


(Verse 2) 


I'd tell all my friends but they'd never believe me 
They'd think that I'd finally lost it completely 

I'd show them the stars and the meaning of life 
They'd shut me away 

But I'd be alright 

Alright 

I'm alright 

Alright 


Verse 1 starts with how the narrator is aware of a natural world that isn't 
part of modern life anymore. This is why he keeps on forgetting something 
as beautiful as the "warm summer air’. His life is centered ‘in a town where 
you can t smell a thing’, probably due to the smoke it produces. Watching 
for a crack on the pavement could be interpreted in various ways: people 


always look down, avoiding contact, or about how the population wants 
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everything to be just right, tidy and clean. The aliens hovering and making 
movies to take back home are probably a reference to how weird 
humanity is: they are recording our activity, because they are amazed by 
our interactions. "These weird creatures who lock up their spirits”, and 
who “drill holes in themselves and live for their secrets’ is an allusion to 
the way humanity acts in society: it is a cryptic reference to the 
repression of natural feelings, gossip, substance abuse or suspicion. The 
chorus’ “uptight” is what the narrator calls the modern citizen: people 
scared of loosing control, of breaking what is already organized and 
structured. In response to all of these observations, as stated before, the 
narrator wishes to be taken away by aliens, who would probably provide 
a more relieving version of reality. This, however, would make him an 
outcast: his friends would never believe his stories, and he would just be 
treated like a freak. Still, the narrator would feel fine about it, because he 
knows how things really are. But these feelings have to be kept inside due 
to his fear of isolation: he lives, after all, in society, and has to act a certain 
way to be accepted. In the end, he too, has to be uptight. Probably the 
most interesting aspect of the lyrics is the never-mentioned, but implied, 


fact that the narrator feels far more connected with an alien species, than 
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he does to the human race. Yorke, who has probably often felt like an 
outsider during most of his life (school, college, touring), probably wrote 
these lyrics as true and honest feelings he, quite possibly, did have. 
“Subterranean Homesick Alien’ is a calm song, written in a ternary time 
measure: 6/8. Its dynamic is soft and dreamy except for the chorus, 
where it gets slightly louder. According to Jonny: “The intro and the 
chorus is mine, the rest is Thom’'s work [...|". The influence of Davis is 
palpable in the layers of manipulated instruments ‘floating around’, 
which give the track a very atmospheric character (appropriate if we 
consider the song's lyrics). The song features Yorke playing a Fender 
Rhodes electric keyboard, which leaves just two guitars in the song, 


instead of the usual three. It begins with Jonny's reverbed guitar: 





The intro begins on Dm, followed by an unexpected Ab. The change to D/A 
creates some harmonic stability, which is then erased when the chromaticism 
of Db/Ab enters. 
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This introduction is curious because the rest of the song isn't based 


around these chords. The verse will be on G mixolydian, while the 
chorus revolves around F, C and G. So not only are these not the same 
chords, there is actually an important chromatic change from Ab to G. 
The band's roles in the song are the standard; the only major change is 
that Yorke plays chords in the keyboard, so O'Brien plays the guitar 
chords in this song. However, he is also in charge of some guitar 


ambience/effects. In fact, the roles of the guitar players are mainly to 


add this atmospheric sound using various special guitar effects. 





The guitar riff played immediately after the song's introduction. Although it starts 
in harmonic tension, the riff eventually ends on B, the 3rd of G 


The verse is based on G, as stated before, and its harmonic progression 
(G7-G6-Cm/G-G) maintains this note throughout. What happens in the 
verse is similar to the harmony in “Airbag”: a note descends 
chromatically in each chord. The 7th, F, descends to the 6th, E, and then 
to Eb, the third of Cm. 


Afterwards, the progression returns to the basic G major triad. 





The breath of the morn-ing I keep for-get - ting. The smell of the warm_ sum-mer air. __ 


The melody in the verse is based on the G major chord, especially on the tonic and on its 3rd. 
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show them the stars and the mean - ing of life. They’d faster new one, based on 


the same notes as before 





holes in them - selves and live for 
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eir sec - rets. 





This chromatic-based guitar arrangement also 
appears in the verse. It employs a descending 
melody that is answered by a higher-register line, 


also chromatically descending 








Yet another riff is introduced once the melody changes. It shares considerable musical characteristics 


with the other riff: chromaticism and descension 


SO, aS we can see, the band employs a large number of details to keep the 
verse interesting, since the harmonic progression doesn't change at all. 
While the vocals never sing a chromatic note, the guitar riffs are 


interesting precisely for their use of chromatic notes. 
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The chorus implies the chord progression: F-C-G. The vocals, meanwhile 


keep a simple (but energetic) melody based on just three different notes. 
The interest in the chorus is the descending lines played by both keyboard 
and guitar, which give a sense of movement to the passage. 


Interestingly, the only chromatic note in the chorus is found on the vocals. 


Note chromatic 
Eb 
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The guitar plays a cascading riff, still based on G, which 
passes through all the tonics in the progression 


After some repetitions of the basic song structure (and some melodic and 











dynamic variations), the song ends with the introduction chords, played in 
ritardando, and ending on D/A, which gives the song a rather conclusive 


end. 


C. Greenwood= Bass 


E. O'Brien= Guitar 
| IAL Lem DD abbeets 
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(FOR A FILM) 





Go EXIT MUSIC 





The director of the 1996 remake of "Romeo and Juliet", Baz Lurhman, sent 
the band a tape with the last 30 minutes of the film while they were on 
the american tour with Alanis Morrissette, and asked them to write 
something for the final credits of the film. This song was the result (The 
movie also used "Talk Show Host’). “Exit Music", however, doesn't appear 
in the film's soundtrack. O'Brien expressed being uncomfortable with the 
song's role as a credit song: ‘It will have to compete with the sounds of 
chairs clapping up’. The name of the song is a literal descrption of why it 
was created.Thom tried to include some of the words from Skaespeare's 
original play, but couldn't fit them into the rest of the lyrics. He has 
commented: "The song is written for two people who should run away 
before all the bad stuff starts. A personal song’. The lyrics are directly 
inspired by the story of “Romeo and Juliet", and could be considered a 
literal chronological description of the events in it. However, Yorke has a 
personal connection to the lyrics: "I saw the Zeffirelli version when I was 
13 and I cried my eyes out, beacuse | couldn't undestand why, the 


morning after they shagged, they didn't just run away’. 


(Verse 1) 


(Chorus) 


(Verse 2) 


(Bridge) 


(Outro) 


228 Wake 
From your sleep 

The drying of your tears 

Today 

We escape 

We escape 


Pack 

And get dressed 

Before your father hears us 
Before 

All hell 

Breaks loose 


Breathe 

Keep breathing 

Don't loose your nerve 
Breathe 

Keep breathing 

| can't do this alone 


SINg 

Us a song 

A song to keep 

Us warm 

There's such a chill 


You can laugh 

A spineless laugh 

We hope your 

Rules and wisdom choke you 


Now 
We are one 
In everlasting peace 


We hope that you choke, that you choke (x2) 
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While it was written for the movie and it seems logical to connect the lyrics 
to that particular story, the words actually fit to just about any young 
teenage relationship, which wishes to get away from the rules of the older 
members of their families. Verse 1 is the moment the couple decides to run 
away: one half of the couple wakes the other up, since this is happening in 
the middle night, and tells this person to dry her frightened and worried 
tears: everything is going to be okay. There is a palpable fatality in this 
interpretation; most likely, things aren't going to be fine. "Pack and get 
dressed before your father hears us’ is a quite clear indication of who the 
couple is running away from. The connection between the father finding 
out about their plans being hell sheds light into just how incredibly tense 
the whole situation is. The chorus represents the words of relief spoken to 
the nervous partner: breathe, relax, and don't loose control of the 
situation; they are in this together, and have to get by with each others 
support. Verse 2 consists of more words of relief; singing might keep hopes 
up, and make the hard situation a little easier. The chill might be the 
physical cold of the outside (after all, they escaped at night), ora 
metaphorical chill, which references the terrible outcome their actions 


might have. If taken literally, the song actually seems to indicate the couple 
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does escape. After all, these lines have been the description of the 
moment they leave and of their states of mind while this is happening. 
Therefore, we could consider the rest of the song as a definitive 
statement of their victory, or of a hopeful belief that they have succeeded. 
Either way, the couple expresses their anger towards their ‘captors’ in 
the remaining lyrics. These people can laugh about the couple's attempt 
to runaway, but still, the only feeling the young lover's will have is just 
hatred: “we hope that you choke’. And, not only that, but they hope that 
the very reason they are how they are becomes the cause of their demise; 
they hope their rules and wisdom choke them. Although there is an 
obvious teenage thematic and a sense of alienation in this song, it is far 
away from being a song like “Creep”. Here, Yorke is dealing with fatality, 
fate, strong social hatred, deathly alienation and violence. Of course, it is 
important to note where is the songwriter getting his inspiration. 
Shakespeare is often considered one of the definitive dramatic/tragic 
writers of all time, and it's not surprising that a band like Radiohead can 
make such passionate music out of his words. Curiously enough, the song 
has also been interpreted as a mother running away with her child (or 


children) in order to escape their father/her husband. 
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Musically, the song is probably one of the gloomiest and most 
“depressing”, or at least eeriest, in all of Radiohead's discography. 

Its structure is interesting because what we have called a “chorus” 
appears only once in the song. Some actually consider it to be a bridge, 
which would mean there are two different bridges on the song. 

It begins with Thom playing an acoustic guitar, with a capo on the 2nd 
fret. After he introduces the key (and mood) of the song, he begins to sing. 


The vocals create echo in the unusual setting in which they were 


recorded. 
Bm-Bsus2-Bsus4-Bm i 
Bm-F#-D/A-Eadd9 /G# 1-V-ITI-IV 
Bm-F#-Bsus4-B 1-V-I 


The song is in Bm, and this progression often builds tension. The change to 
F# is relieved when mediant D appears. Eadd9/F#, meanwhile, flows 
steadily towards the tonic again. The chromatic note in this progression is 
the 3rd of F#, Bb. The stanza is complete with a progression that seems to be 
the same, but suddenly changes the mood to a hopeful B major, which 


resolves the Bsus4. 
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This progression is actually taken from what is known as a "Baroque 


Lament Formula", a composition technique from the seventeenth-century 
used to express sorrow or grief. It consists of a descending bass note that 
starts from the tonic and then changes chromatically to the dominant. The 
resolution of returning to Bm is held out by a suspended 9th for two full 
bars. After the return to the tonic, the song still maintains the tension by 
passng again through the dominant, and then through a suspended fourth. 
However, by the end of the stanza, B major has relieved this supposed 
sorrow. It is possible that Radiohead was well aware of this formula due to 
Jonny Greenwood's classical music eduaction. If so, maybe they felt it was 
appropiate to use a musical style akin to the song's thematic and 
inspiration: many operas (Most famously, those by the english composer 
Henry Purcell) that employ this compostitional formula, deal with themes 


similar to those found in “Romeo and Juliet’. This, though, is pure 


speculation. 





Wake from your sleep, __ the dry -_ ing of__ your 





tears} to - day we eS -_ Cape, 
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The verse features Yorke singing in an 
= unusually low register, which eventually 
_ oe ee = See ends on a low B. The melody uses dramatic 

silence throughout 

There is an important difference between the first time the progression is 
played and the second: on the latter, the bass note of Eadd9/G# descends to 
G; this chromatic movement creates a tense feeling in a chord that's 
supposed to sound ‘cheerful” and hopeful when compared to the beginning 
mood of the verse. Nevertheless, this little detail is played for less than a full 
bar. The chorus (or bridge 1) suddenly (and violently) introduces 
Greenwood's synthesizer, which has the effect of choir-like polyphonic 


singing. This detail, together with the chords, creates a very dramatic and 


overwhelming passage. The chorus’ progression: 
Am11-E7/G# viil1-V7 
BsusZ2-Bm-Bsus2-Bsus4-Bm ===> i 


F#sus4-F# V 


The climatic Am11 moves to E7/G#, which just adds more tension. The 
following bars occur in B; however, the use of Bsus4 and Bsus2 in these 
bars creates a brief unresolved feeling before the song falls on home key 


Bm. This section concludes with another change from Bm to F#. 





__— breath - ing, — don’t 





Yorke ascends to a natural C, which creates an appropriately unsettling 
chromatic effect, given the chorus’ dramatic character. Meanwhile, the 
voice also sings an anticipated G# in the end of the second bar, right before 
the chord changes and this note appears. The melody initially moves 
through a higher-register than the verse, but ends on a low register F#. It 
is also important to note the sudden metric change from 4/4 to a one-bar 
2/4, which happens twice in the chorus. After just one repetition, the song 
proceeds to verse 2, which is almost exactly like the first one, except for 
the introduction of Greenwood's ambient sounds, created by a guitar 
manipulated through pedal effects (most likely Delay and Reverb). 

After the second verse, the song reaches the bridge, where the rest of the 
band band plays for the first time in the song. Especially notable for its 
rarity is the fuzz bass that Colin plays in the song, both for its sonority and 


for the melody that is played. Selway announces his entrance on the few 
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last bars of the verse, and comes in fully with the bass. O'Brien. Meanwhile, 


plays a guitar melody filled with effects: 





It moves according to the chords in the bridge: 


Bm-C#-F#-G-C-F# a i-V/V-V-VI-IIb-V 


This progression is quite interesting for its unusual scale degree jumps, 
and for the brief modal mixture in C (IIb), when the song changes to the 
Phrygian mode. This section creates an unstable tension through these 
jumps, which include important chromatic notes. This tension (and the 
section in itself) serves as a build-up to the climax of the song, which is the 


following Outro/chorus. 





a4 
you can_ laugh _ a spine - less laugh, we 





The melody from the bridge starts by changing between the lower and higher 


register; on the 6th bar, the vocals start ascending and reach a high F#. The passage 
has the span of an octave and a third. 


The climax of the song is its ending outro/chorus, which has the same 
harmonic progression used in both verses. However, the vocals drastically 


change melody, the whole band has joined in, and Jonny plays the same synth 


effect as before, which adds considerably to the momentum of this section. 





now weare one__ in ev - er-last - ing peace, we hope 


The melody reaches a 





higher register, but then 


-_ that you choke,_ that you choke, 





descends again for he 
song's ending. Note the 
emphasis on F# 

The final line, “we hope that you choke’, is repeated twice more. The climax 
slowly dies down, just as the rest of the band fades out of the song and Yorke's 


vocals and acoustic guitar are left alone, just as in the song's beginning. The 


track ends, curiously, on an uplifting major chord, A. 
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“Exit Music" is performed live regularly. It is probably widely recognized as 


one of Radiohead's most obviously sad and melancholic tunes. This is 
because its lyrics and musical composition are stereotypically dark and 
“depressing . 


C. Greenwood= Bass 
E. O'Brien= Guitar 





P. Selway= Drums 


00) LET DOWN 





‘Let Down’ isn't one of Radiohead's most well known tracks. It wasn't 
released as a Single and it is never performed live (due to its technical 
difficulty). However, it is one of the most beloved Radiohead songs by those 
who know the band considerably well; some even consider it the best song in 
“OK Computer’. Why? In my opinion, it is because of the combination of its 
musical and lyrical characters: “Let Down’ talks about some very personal 
themes, which most people can relate to quite easily in these times. The fact 


that they are delivered through some of the most direct music the band has 
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ever made also helps in maintaining this well-kept fame and admiration. The 


track was initially differently arranged; it also had some different lyrics and 
more instrumental passages, since verse 3 didn't have any words. It was 
famously recorded at 3 am, in the ballroom of St Catharine's Court. The band 
has commented several things on the track: ‘I was pissed in a club, and I 
suddenly had the funniest thought I'd had for ages - what if all the people 
who were drinking were hanging from the bottles... if the bottles were hung 
from the ceiling with string, and the floor caved in, and the only thing that 
kept everyone up was the bottles? It's also about an enormous fear of being 
trapped. This quote by Thom explains quite clearly a line in verse 1. 
Meanwhile, Jonny says: “Andy Warhol once said that he could enjoy his own 
boredom. ‘Let Down’ is about that. It's the transit-zone feeling. You're ina 
Space, you are collecting all these impressions, but it all seems so vacant. You 
don't have control over the earth anymore. You feel very distant from all 
these thousands of people that are also walking there." He also stated: " ‘Let 
Down is about what speed and movement do to someone's mind. You know 
what I mean when youre Staring out of a window in a moving train for an 
hour. All those people, cars and houses passing by. The melody intensifies 


the idea of losing yourself. I find it a nice kind of boredom, where | find my 
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I find my peace and in my subconscious new ideas come up.” Ed, 


meanwhile: “It's about the lack of control. You feel more sad than angry . 


Through these quotes it is easy to see the man themes the song deals with: 


boredom, isolation, being trapped, alienation. It seems to be about how 


things just pass by, about how things just happen and, for reasons you can't 


quite explain, you don't seem to care about things that are supposedly 


important. I think this is one of the reasons the song is so popular amongst 


those who do know it: it is easy to relate to what the lyrics are saying: 


(Verse 1) 


(Chorus) 


(Verse 2) 


Transport, motorways and tramlines 
Starting and then stopping 

Taking off and landing 

The emptiest of feelings 

Disappointed people, clinging on to bottles 
When it comes it's so, so, disappointing 


Let down and hanging around 
Crushed like a bug in the ground 
Let down and hanging around 


Shell smashed, juices flowing 

Wings twitch, legs are going 

Don't get sentimental, it always ends up drivel 
One day, | am gonna grow wings 

A chemical reaction 

Hysterical and useless 

Hysterical and 


(Chorus) 


240 


(Bridge) Let down (x3) 


You know, you Know where you are with 

You know where you are with 

Floor collapsing, falling 

Bouncing back and one day, | am gonna grow wings 
A chemical reaction (you know where you are) 
Hysterical and useless (you know where you 
Hysterical and (you know where you are) 


(Verse 3) 


But, perhaps one of the reasons the song stays so much with listeners is not 
only because of how the things that bother Radiohead bother them as well; 
the main reason the song is so beloved is because it assures that all of these 
things are going to loose meaning, because we will be free and finally happy. 
Finally living. But, of course, Thom doesn't say any of this directly (why 
would he start now?). Instead, he uses a metaphor, directly inspired by 
Franz Kafka's "Metamorphosis". In this book, Gregor Samsa, a traveling 
salesman, awakes one morning to suddenly find himself in the form ofa 
monstrous insect. He decides to die, given that society doesn't need him. 
“Let Down’ begins in the moment he has asked himself if he is worth living. 
But instead of saying no, Yorke says yes: he convinces himself there is 
something beyond this miserable insect state, and that, beyond it, there's 
hope. This hope will come once this social reject has realized he IS worthy 


to live; but this has to be outside of a fake world where people, transports, 
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This hope will come once this social reject has realized he IS worthy to live; 


but this has to be outside of a fake world where people, transports, 
motorways and feelings all end up being meaningless. He has to become free 
in his own terms, and live by his own essence. The horrible insect is going to 
get wings and fly away some place else, most likely, some place he honestly 
enjoys. Here, Yorke is flirting with Existentialism. The chorus refers to the 
feeling everything leaves: it is just a let down, a mere disappointment that 
leaves him feeling crushed like this metaphorical bug. Verse 2 could be 
interpreted as a reference to the way people live in modern society: they are 
unable to feel, and just end up like mutilated, but never fully death (at least 
not physically). The optimism in part of Verse 3 contrasts with this 
pessimistic view, since it deals with the metamorphosing of the bug to a 
butterfly. "You know where you are when’ and “floor collapsing, floating” 
refer to the moment of transition, when you suddenly let go of everything you 
know is safe and secure, and move on to a new unknown direction. But the 
song constantly shifts between optimism and pessimism: at the end of this 
seemingly hopeful last verse, the person feels "hysterical and useless” in this 
new position. There seems to be a very ambiguous feeling: it is not quite clear 


if this person, transformed into a defeated bug, is actually going to go 
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complete his hopeful transition. However, the line "hysterical and 
useless’ has also been interpreted in another way: the bug actually 
turns into a butterfly, but society instantly categorizes this new, 
beautiful and emotionally capable creature into something useless 
(beauty, after all, doesn't mean much in this society), hysterical (you 
are supposed to act a certain way) and whose feelings are nothing 
more than just a bunch of chemical reactions (since they don't matter 
anyways). There is, obviously, a very strong social critique. But it is 
closer to an expression of defeat than to an attack. 


Because, as Ed said, it is more about being sad than about being angry. 
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Ed: |...| “Let Down" was anod to Phil Spector [...]". This is a reference to the 


production in the song, similar to Spector's ‘Wall of Sound’. Despite an 
intricate and deeply sophisticated meaning, ‘Let Down’ has one of the 
simplest harmonic progressions Radiohead has ever written. It is composed 
in the key of A major, and there's not a single chromatic notes in the whole 
sing; this is very remarkable, since chromatic embellishments are a 
trademark Radiohead musical characteristic. The verse is based on A-E- 
F#m-E (I-V-vi-V); the chorus changes to D-A-D/F# (IV-V-IV). The 
interlude/instrumental bridge which follows after the second chorus stays 
on tonic A. However, “Let Down’ does have some very interesting musical 
arrangements: rhythm, melody and dynamics are used cleverly through the 
song to keep the listener interested. First off, is the rhythm. The song begins 
with a guitar/xylophone melody in 4/4; however, it starts in the second beat 
of the bar instead of the first, which gives it a seemingly difficult and 
confusing character. A few seconds after they begin, another guitar (Played 
by O' Brien with a capo on the 7th fret) comes in, but this one accentuates a 
different beat than the other two instruments. This difficult introduction 
was actually meant to be easier: the track was supposed to have an acoustic 


guitar playing chords in 4/4 at the beginning; however, it was left out while 


= 
mixing the track. This clever rhythmic interplay is one of the reasons the 


song was So difficult to play live. 
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The guitar/xylophone melody that introduces the song. It alternates the accent 
between A, E and G#; the melody is based on the notes C# and D. 


The rest of the band enters in an unexpected (given the song's rhythm this 
far) moment. Yorke plays chords on acoustic guitar, Colin plays very simple 
tonic notes ad the drums play a simple beat based on the floor tom and a 
tambourine. Thom, Colin and Phil play in a rhythm that accentuates bars 2 
and 4, and then 2, the second half of 3 and 4. If we combine all of these 
elements, we are left with a song that keeps the listener interested just by 


clever rhythmic interplay. Four bars later, the vocal melody starts: 





ing, the emp-ti - est__. of feel 


ings, 


The vocal melody in the verses starts in A, descends to G (third of E), then to F# 
and, finally, to E. The melody, thus, moves according to the chords, and, with 
exception of G, they are all the tonic of the chord being played. 





In verse 1, the guitar/xylophone/keyboard melody changes to this idea, based on just C# and D 


The melody in the chorus also reaches tonic notes: it starts with a high D and 


eventually settles on A. 








So far, the song has had varying rhythms and melodies, but it has remained 
calm and soft. However, in the middle of verse 2, the song suddenly gets more 
energetic, and the drums finally play more vivid and introduce the snare, 
which hadn't been used so far in the song. Vocals overdubs are also heard in 


the mix. The arrangement, meanwhile, plays another melody. Its most 


distinctive characteristic is the idea played when the vocals stop: 





To fill the void left by the vocals, the guitar/xylophone plays an accentuated A, G# and 
E. It leads nicely into a repetition of both arrangement and vocal melody 
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In addition, the xylophone/keyboard melody starts playing twice as fast. 
After a second chorus, the song moves towards a new section: an 
instrumental interlude/bridge. It is based on tonic A, and it could be 
considered as a section whose objective is to build up tension, and bring the 


song to its climax. 
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The band comes in with a more relaxed dynamic (when compared to the last 
verse). The first tambourine-based drum rhythm is repeated throughout. 


Some vocal melodies add to the general build-up ambience: 





The first of these melodies holds C#, but the second holds a higher D 


Meanwhile, the guitar arrangements play something similar to what appears 
in both verse and chorus. Now in triplets, it is still based on C# and D, and 


still accentuates A, G# and E. 





Jonny's melody in the bridge/interlude 


Right before the section ends, it suddenly changes to a passage where the 
sound of a ZX Spectrum computer is heard. It will be repeated in the end of 
the song. All of the tension and expectation built from this section is 
dissipated when verse 3 comes in. This moment is the climax of the song; 
there are some slight variations in the guitar arrangements, the drums come 
in at full volume again and there is some beautiful vocal interplay. Here, the 
vocal melody is divided between two tracks: one on the left channel, and 
another on the right channel. The first to be heard is the one on the right 
channel; it performs a new higher melody, based on the one from the verses. A 
vocal overdub is introduced in the line ‘one day I'm gonna grow wings’, and 
then the song reaches its full climax: the right channel voice sings a high E, 
while the other vocal track keeps on singing the verse. When the progression 
reaches F#m, the right channel voice ascends even more, to A, G# and then 
tonic F# ("You know you are’ ). It maintains this high A during most of the 


following chorus. 
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Just using some clever dynamics, varying melodies and overdubs, the band 


creates a highly emotional and climatic passage, still based only on a simple 
triad progression. I have to say, this is my favorite Radiohead moment in all 
of the band's discography. And I'm sure a lot of people would agree with me. 
After a third and final chorus, the song ends with the aforementioned sound 
of the ZX Spectrum computer, backed by an acoustic guitar that alternates 
between A and Asus4. The computer seems to play and incredibly fast 


collection of arpeggios, and, finally, the song ends in a simple A chord. 


C. Greenwood= Bass 
E. O'Brien= Guitar 
IAL Meow Dp aebeets 





Go KARMA POLICE 


“Karma Police” is one of the band's most famous songs. As the second single 





from the album, it charted at number 8 and 14 on the UK and US charts 
(respectively), but it didn’t stay in either of them for too long. On the other 


hand, its music video, directed by Jonathan Glazer, proved quite popular. 
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RADIOHEAD The song's title refers to an inside joke 
KARMA POLICE CD1 


the band had developed: when someone 
in the band acted badly, the rest of the 
band would tell him ‘the ‘karma police 


are going to get you... (Jonny: It wasa 





band catchphrase for while on tour- 


whenever someone was behaving ina 


particularly shitty way, we'd say ‘The karma police will catch up with 


him sooner or later'’’.) The idea of the song apparently came from Ed, 
and the track was first performed live in the American Tour Radiohead 
did, supporting Alanis Morissette. Yorke thinks the song is funny; he 
has commented: "It's the only funny song on the album’ and ‘This 
song makes me laugh’. He has also said that the song ‘is just a joke’. 
Both Ed and Jonny have said that the concept of karma is something 
people should rely on, but that this doesn't make the concept true. 
Yorke, on the other hand (almost certainly being ironic), said "Karma 
is an important idea. I like it. It makes me nicer to people. It fills me 
with joy.” 


Okay, he was being sarcastic. 
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Concerning the song's meaning, the singer said "This is a song for someone 


who has to work for a large company. This is a song against bosses, fuck 


middle-management!” 


Karma police 

(Verse 1) Arrest this man 
He talks in maths 

He buzzes like a fridge 

He's like a detuned radio 


Karma police 


(Verse 2) Arrest this girl 
Her Hitler hairdo 


Is making me feel ill 
And we have crashed her party 


This is what you'll get (x3) 
(Chorus) When you mess with us 


Karma police 


(Verse 3) I've given all | can 
It's not enough 


I've given all | can 
But we're still on the payroll 


(Chorus) 


For a minute there 
(Outro) (x2) | lost myself, | lost myself 


There are varying interpretations. However, society is involved in all of them. 
The main idea is that a narrator calls for people to arrest someone for their 


actions, thus establishing the connection between the song's meaning and 
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the concept of karma. The main concern of the song is if these people 


who are being punished are actually "bad", and if the punishers are 
realizing a moral action. Verse 1 is a direct attack by the narrator, 
directed at someone who supposedly speaks gibberish ("maths"), and 
who is incredibly annoying (like a constant fridge buzz, or like detuned 
radio). Verse 2 is another attack the narrator makes, now aimed ata 
woman who was a hairstyle reminiscent of Adolf Hitler. This could mean 
that she has a mindset like Hitler's ... or that she simply has a terrible 
sense of fashion. Either way, this person wants her arrested; the ironic 
part is that she is having a party, where the narrator wasnt invited. 
Here is where the lines between good/bad start to become more 
blurred. Is it okay for the narrator to simple crash a party because he 
desires to? Maybe HE is the one causing trouble, and the karma police 
should come get him. The chorus is the logo of the karma police: it 
warns people that they will get what they are supposed to. The narrator 
has probably placed himself amongst the ‘us’, since he feels part of the 
eroup due to his actions. Verse 3 sees the narrator suddenly becoming 
exasperated: he has tried really hard to do things how they are 


supposed to and be a part of correct society. But still, he receives no 
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But still, he receives no merit at all, and has to feel according to whether 
the payroll comes in or not. This is probably the line Yorke meant when 
stating the song had to do with "fuck middle management’. The outro of 
the song is the narrator's realization that he has been acting rather 
ridiculously: arresting people simply because he doesn't understand 
them, or like them. He finally comes to his senses, and sees that he was 
becoming someone deserving of an arrest himself. The whole idea seems 
to be that you shouldn't be judge, jury or, even less, executioner, because 
the bad karma you wish on people, eventually gets to you too. But Yorke 
doesnt see this karma as the spiritual principle of cause and effect; he 
doesn t seem to believe that the universe is going to punish these 
actions, but that society will. The effect of the cuase will be performed by 
society. Thus, one could easily identify an important social character in 
this thematic: people shouldn't judge, especially if it is just because you 
don't like someone, because another person might very well judge you 


as well. 


Zo 


The purely musical part of the song resembles the 1968 Lennon-penned 


Beatles song, “Sexy Sadie’. The chord progression is very similar: 


Am-D/F#-Em-G- 


Int -IN-C.- _E. (Intro/Verse) 
(Intro) C-D-G-F#7-F-D7 Aweie me 
Am-D- 
ee ee ese G-G/F#-C-Cadd9/B- 
Am-Bm-D 
C-D-G-F#7 (x2) 7 © 
F-D7-G 
(Chorus) C-D-G-F# 
"Sexy Sadie" "Karma Police” 


There are two main similarities in this harmonic progression: first, is the 
use of F#, a chromatic chord that gives both songs a very characteristic 
sound. This chord is played and then a natural F is performed in order to 
employ a chromatic change as contrast. In Radiohead's case, there are 
three chords in between F# and F, so this change sounds subtle, maybe 
even unnoticed. 

Second major similarity: the middle progression of the verse in The 


Beatles’ song is exactly the same as in the chorus of “Karma Police’. 
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The progression in Radiohead's song is highly ambiguous, which, we 
have seen, is quite common in the group. The verse in this track could be 
written in A minor, A dorian, E minor, E phrygian or G major. The 
chromatic note we have seen that appears in the song, F#, could indicate 
modal mixture, or an embellishment. The chorus (also called a bridge) 
has the progression C-D-G-F#. Its key could be considered to be G major, 
which would identify it the progression as IV-V-I. The F# would then be 
used as a bizarre, highly interesting, transition between tonic and 
subdominant. 

The end chords of each verse, relative minor-major Bm-D, are also played 
as a transition between chorus/bridge and verse 2. If we consider the 
song to be in Em, this chord change would make the listener expect a 
return to the tonic, but the use of Am makes the progression intricate and 
very ambiguous. 

The harmonic progression could be identified in these various ways. The 
following interpretations would result if we consider the song to be, for 


exmaple, in G major, or in Am. 


(Intro/ 
Verse) 


(Chorus) 


(Outro) 


(Intro/ 


Verse) 


(Chorus) 


(Outro) 


Am-D/F#-Em-G- 
Am-F-Em-G- 

Am-D- 
G-G/F#-C-Cadd9 /B- 
Am-Bm-D 


C-D-G-F# 


Bm-D-G-D-G-E 


Am-D/F#-Em-G- 
Am-F-Em-G- 

Am-D- 
G-G/F#-C-Cadd9 /B- 
Am-Bm-D 


Bm-D-G-D-G-E 


Vaal 


i1-V°s.vi-I- 
ii-bVII-vi-I- 
li-V- 


If the song is in 





G major 





IV-V-I-VII7 


1-IT1-VI-W1-VI-T-1V 


1-IV-v-VII 

1-VI-v-VII 

1-IV 

VII-III- If the song is in 
1-11-I1V A minor 








II-IV-VII-#VI 


1-I1V-VII-IV-VII-V 
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The song's outro follows the progression: Bm-D-G-D/F#-G-D/F#-E. Its 


most interesting aspect is the sudden use of E, which has the note G#. This 
creates a tense effect due to a chromatic ascension. The song begins with 
acoustic guitar (Thom) and piano (Jonny) playing the main chord 


progression. The piano adds a melody on top of the chords. 
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Once the whole progression has been presented, drums and bass join in. 


The bass plays simple tonic-based lines; O' Brien has yet to enter the song. 








_ he buz-zes like a fridge, — he’s like__ a de - tuned ra - di - ©. 


The melody in the verses mostly moves in ascension, and it doesn't have many leaps. 
Note the syncopation 


The chorus leaves just the singer and pianist alone, like in the intro of the song. 


The dynamic remains quite calm, and Yorke almost speaks the melody: 


This idea moves through the tonics of the 
chords played when it is sung. A brief F# 





This is what_ you get, — serves as a bridge between D and G. 
Repeated three times. The vocal melody then 


| ascends to B just as the chord is played, and 
Pee then descends to G, as the harmony moves to 


| C and then does the Bm-D turnaround 
when you mess... sé itt lS. 





Jonny, meanwhile, adds a subtle melody on top of F#, when the vocals stop 
Singing in the chorus: 


1st piano melody. Ascending G in 
first inversion, followed by F#7 in 


second inversion 


2nd piano melody. Descending G 
with bass on D, and F#7 with bass 
on the 7th, E 





A synthesizer simulating a choir moves quietly with the harmonic 
progression. The second verse features a wailing distorted melody. 
Live, O'Brien sings this through an echo effect obtained by putting his 
hands around his mouth. However, in the studio version this might be 
played on a Keyboard, since it sounds considerably more manipulated. 
But we should also consider the (quite likely) possibility that, while 
recording in the studio, O'Brien's voice was put through a wide variety 
of effects; the song's outro features a similar-sounding line, which 
O'Brien also sings live. The outro also introduces a descending 
counterpoint vocal melody, which is performed through highly 
manipulated vocals. So, maybe manipulated vocals are, after all, quite 
common in the studio version of the song. 


The song's outro has a Pop-sounding sing-along melody, which moves 


according to its very inviting harmonic progression: Bm-D-G-D-G-E 





Yorke now sings on a higher register; this melody moves 
according to the change between chords D and G, and stays on 
chromatic G#, the 3rd of E, once the progression reaches this 
chord. 
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The outro, with its higher register melody, flowing harmony and open 
sound contrasts directly with the rest of the song. This is, quite probably, 
a reflection of the sudden change inside the narrator in the lyrics. At 
about 3:39, a distorted sound effect begins to sound in crescendo. This is 
O'Brien's AMS digital delay feeding back on itself; the song ends with the 
sound effect still going strong, while the rest of the band has slowly 
stopped playing. Yorke: "We said put down the headphones and just go’ 
and so he made weird noises, and wed taped that a few times. Sometimes 


the best stuff happens when you're not even listening at all [...]”. 


“Karma Police” is often acknowledged as one of Radiohead's best songs, 
and, much like "Paranoid Android", it could be considered one of the most 


quintessential songs by the band. 


ml AO Oa) aagerere = P) “3 bere 


C. Greenwood= Bass 
E. O'Brien= Guitar, backing vocals 
P. Selway= Drums 
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FITTER HAPPIER 


Thom Yorke described this as "The most upsetting thing I've ever 





written . This track is often considered, more than a song, just an 
interlude that divides the album in two halves. Most people probably 
skip this track, because it isn't “musical” like the others in the album. 
However, Fitter Happier’ is just as essential to the album as any other 
song. Even more so, it is the song that states the themes found in "OK 
Computer’ most clearly. The band considered using it as the first track in 
the album, but they thought this would keep listeners from being 
interested in the rest of the album. Its main element is a robotic voice, 
generated through the Macintosh computer application SimpleText, also 
used on “Paranoid Android’, reading a list of ‘slogans of the 90's" 
(Yorke). It supposedly describes how life has become for the modern 
society; the things the voice describes are everyday activities and habits 
that people should be happy with. However, the robotic voice represents 
how we actually don't feel anything anymore, and how our lives and 
decisions have become mere mechanical responses. "The reason ‘Fitter 
Happier’ exists is ‘cos of mental background noise. Some days you re ina 


disturbed state and it moves to the front.” (Yorke). Thom wrote the list of 
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things during 3 months he had writer's block: "In that period I could only 


make lists of word. It took me a long time to figure out that the only way I 
could translate my thoughts was with these lists". The proof that “Fitter 
Happier’ is the most explicit representation of the themes in "OK 
Computer’ is that it was used as an introduction to the shows in the tour 
the band played in support of the album, and that its words were used in 
the promotional adverts for the album. O'Brien: " We used that advice in a 
lot of magazines [...]. | think some people really believe that message and 
think that we are some kind of health-freaks". Its author summarizes the 
recording of the track: “The others were downstairs, rockin’, and I crept 
upstairs and did this in ten minutes. I was feeling incredible hysteria and 
panic, and it was so liberating to give the lyrics to this neutral-sounding 
computer. I had about three months where | couldn't write anything, but I 
constantly had lists. Then I realized that it was the only way I was going to 
say what I needed to say. Sometimes, before you have a genuine feeling it 
is circumvented by the outside, your brain is apologizing for things that 
haven t even happened yet. But me, I listen to the piano bit.” Thom was 
supposedly a little drunk when this happened ("you can tell by the sloppy 


playing on it’, O'Brien). The mechanical voice has been described by the 
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band as ‘the most emotional voice I've heard in ages’ (Thom), “neutral” 


(Ed) and “very beautiful on a sort of alarming tone. It was something 
weird. It wasn t melodramatic, but it wasnt cold either.” (Jonny). 

Apart from the possibility of describing the life of a modern citizen in 
present society, the song is also quite possibly written form the 
perspective of someone who's in on medication due to mental illness. His 
worries and problems are erased, but leave him empty, dumb and 
alienated. This interpretation is likely due to the time the track was 
written in: in 1997, Yorke suffered from depression, and probably had a 
lot of the feelings the song is describing. The only sure element of the 
track is that of a quiet social critique, seen through themes like alienation, 
political numbness and consumer culture. “Fitter Happier’ is an attack 
toward Western society and culture, delivered through a monotonous, 
feeling less voice, which resembles our very own voice, more than some 
people would think. "A pig on a cage on antibiotics” is Yorke's description 
of the modern western citizen: used, experimented with, trapped, 


manipulated and, essentially, harmless. 
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Fitter, happier 
More productive 
Comfortable 
Not drinking too much 
Regular exercise at the gym, three days a week 
Getting on better with your associate employee contemporaries 
At ease 
Eating well, no more microwave dinners and saturated fats 
A patient, better driver 
A safer car, baby smiling in back seat 
Sleeping well, no bad dreams, no paranoia 
Careful to all animals, never washing spiders down the plughole 
Keep in contact with old friends, enjoy a drink now and then 
Will frequently check credit at moral bank, hole in wall 
Favours for favours, fond but not in love 
Charity standing orders on sundays, ring-road supermarket 
No killing moths or putting boiling water on the ants 
Car wash, also on sundays 
No longer afraid of the dark or midday shadows, nothing so ridiculously 
teenage and desperate 
Nothing so childish 
At a better pace, slower and more calculated 
No chance of escape 
Now self-employed 
Concerned, but powerless 
An empowered and informed member of societ, pragmatism not idealism 
Will not cry in public 
Less chance of illness 
Tires that grip in the wet, shot of baby strapped in backseat 
A good memory 
Still cries at a good film 
Still kisses with saliva 
No longer empty and frantic 
Like a cat. Tied to a stick 
That's driven into 
Frozen winter shit, the ability to laugh at weakness 
Calm, fitter, healthier and more productive 
A pig on a cage on antibiotics 
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Amongst the various sound effects and loops that resonate in the 
background of the song is a sample of the 1975 movie "Three Days of The 
Condor’. Thom explains: "It's the sequence where all the people have 
been killed and he [CIA employee Joe Turner, played by Robert Redford] 
is calling the office to tell them." The dialogue heard in this scene is "This 
is the Panic Office, section nine-seventeen may have been hit. Activate the 
following procedure. The singer recorded this sample with his MiniDisc 
off the TV of a hotel room while Radiohead was on tour. 

According to Jonny, ‘the music is a combination of a piano through a 
memo-recorder and a 24 headed string-orchestra, who played something 
I wrote before.’ The music could be described, in one word, as atonal. 
This kind of music fits perfectly the tense and disturbing nature of the 
track, since it sounds eerie and dark. Technically, one could argue that it 
wouldn t make sense to analyze the music in the song, since it doesn't 
feature a standard use of tonality or rhythm. However, the song sounds 
this way precisely for its use (or non-use) of both of these things. The 
musical melodies in the track are reduced to a couple of piano 
phrases/gestures/themes, which simply serve to reinforce the unsteady 


feeling the robot voice is giving the listener. 
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figure 





We could consider the first figure to be in rubato, although a slow 6/4 
and 3/2 have also been suggested. It consists of a figure based on B 
(tonic), C (supertonic) and D (mediant). The figure then moves to F#, 
which creates a tense dissonance due to chromatic A#. At about half of 
the song, sound effects appear, and the piano changes to the second 
figure. Now on G#m, the figure is based on B, D and E; when it changes to 
tense Fdim, the figure returns to the same notes as when they first 
appeared. Since it is hard to identify the exact chords, they have also been 
transcribed as Bbm-Adim (first figure) and F-Gm-Fdim (second figure). 
The unsettling feeling they are supposed to give, however, is quite 


present in both of these progressions. 
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Almost 2 minutes after the mechanical voice started reciting words, the 
track ends just as suddenly as it started. Few mainstream albums had 
ever gotten so dark. And the fact that this unsteady, disturbing feeling is 
obtained through experimentation proves that Radiohead is able to move 
away from the ‘Rock Band’ tag, even when some music by the band still 
undoubtedly deserves it. If the use of technology is the central theme of 
the album (I believe it is just one of many), then the fact that “Fitter 
Happier’, a track where everything wrong with our society is identified 
through an allegory, is based on a mechanical voice, is very apt. It is an 
explicit statement of the band's perspective on the themes that dominate 
the album, and its eerie atmospheric sound leaves no doubt about their 
opinions: ‘OK Computer’ deals with dark things, and, even when the band 
doesn't tell us exactly what they are, we know they lay in the creation of 
the album. 


No other track makes is this as clear as “Fitter Happier’. 
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G0 ELECTIONEERING 





By far, the most ‘Rock’ sounding song in the album is also the most 
directly political. As Radiohead got bigger and more famous, they started 
dealing with more and more people around the globe. In O' Brien’s words: 
“When you have to promote your album for a longer period, in the United 
States for example, you fly around from city to city for weeks to meet 
journalists and record company people. After a while you feel like a 
politician who has to kiss babies and shake hands all day long. The main 
theme of the song could easily be identified as propaganda. Yorke, a 
considerably voracious reader, was reading Will Hutton's "The State 
We're In: Why Britain Is In Crisis And How To Overcome It" and, most 
importantly, the writings of Noam Chomsky around the time "OK 
Computer’ was in development, and they resulted in what is, arguably, the 
most explicit political critique the band has ever recorded. (As Jonny said: 
“Were not a political band, but we are all political people." ) Yorke, in 
relation with O'Brien's point of view, stated the following about the song's 
origin: Like a lot of songs I write, it came from two places at once. I had 


this phase I went through on an American tour where we just seemed to 
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be shaking hands all the time, and | was getting a bit sick of it and upset 


by it. So I came up with this running joke with myself, where I used to 
Shake people's hands and say, | trust I can rely on your vote. They d go 
hahaha and look at me like I was a nutcase. But the phrase sort of carried 
on. It was like a mantra. "As well as that, I had been reading a lot of 
Chomsky, and I had that feeling when you read Chomsky that you want to 
get out and do something and realize, in fact, that you're impotent.” 'I 
trust I can rely on your vote. They'd go ‘ha ha ha’ and look at me like I 
was a nutcase. But the phrase sort of carried on. It was like a mantra. “As 
well as that, I had been reading a lot of Chomsky, and | had that feeling 
when you read Chomsky that you want to get out and do something and 
realize, in fact, that you're impotent.’ Also by the band's singer: “The 
sentence ‘when I go forward, you go backwards and somewhere we will 
meet’ is about not giving a damn about that bullshit. After a while, you get 
this attitude of ‘You're all in this circus, but I laugh with it’. On the other 
hand, I do need those votes of course’, and "This is about being liberated, 
this is about getting beyond the dirge, they are all bullshitting, but I'm 
already laughing. On the other side, I trust I can rely on your vote. Jonny, 


meanwhile, says the song resembles “Paranoid Android’, because it is 
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about “networking” ‘spheres of influence’ and “demonstrating yourself 


as a personality , all for commercial gain. The 1967 Beatles song “A Day 


In the Life” was named as an inspiration, because as Thom said, he felt 


Lennon was thinking “I’m going to to write a song because I've got to get 


this down, and It's everything that he didnt say by doing that... That was 


what I dreamt of doing in this record’. 


| will stop 
(Verse 1) | will stop at nothing 
say the right things 
When electioneering 
| trust | can rely on your vote 


When | go forwards, you go backwards 


es And somewhere we will meet (x2) 
Riot shields 
(Verse 2) Voodoo economics 


It's just business 
Cattle prods and the |.M.F. 
| trust | can rely on your vote 


Verse 1 is quite direct: Thom is quoting a politician, who is determined 
to win the listener's vote by all means necessary. Note how he will 
make sure to SAY all the right things, but not DO all the rights things. 


The chorus’ most common interpretation is that the politician is going 
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to go forward in economical prosperity, but that people are going to go 


backwards. They will supposedly meet, because the economic plan set 
up by this same politician is eventually going to obtain balance on both 
sides. However, this is just another promised goal, which never comes 
true and then ends up as one more lie. This is often seen as a reference 
to the political plan of Ronald Reagan, known as "Trickle-down" 
economics or voodoo economics’. These last two names were given by 
the opposition because the president's plan didn't’ work out the way it 
was supposedly going to. Radiohead, of course, also attack this failure. 
Verse 2 makes references to the Poll Tax Riots ("I was thinking of 

the Poll Tax riots when I wrote this: the moment when the horses broke 
through the barriers and everyone started smashing windows. It's also 
from watching too many MPs on telly. You just get this feeling of, ‘Woah, 


I've seen this once too many times.) and to the aforementioned 
“voodoo economics’. “Cattle prods and the I.M.F.” is an allegory about 
how the also mentioned business in the same line works: The 
International Monetary Fund treats the countries that need help like 


cattle; they don't help the countries and, in fact, only make things worse, 


since most of those countries aren't even in control of their economies. 
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Colin has stated that "The lyrics are more like trips in Thom’'s mind than 
really personal thoughts." Ed makes the poignant and clever comment ‘If 
Tony Blair can behave as a pop-star, why shouldn't we feel a bit like 
politicians?”. At the time of the song's release, Tony Blair had just been 
elected prime minister; it is not surprising that politics were so present in 


Yorke's mind at the time. 


The song, as we have said, is the most typically ‘Rock’ song in the album. It 
is written in a fast tempo, on 12/8 and ona heavy Drop D guitar tuning. 
The song starts with what can only be categorized as ambient noise, and 


soon, a guitar plays some seemingly random chords. 


The song will be based on the following guitar riff: 





An aggressive idea, based on Dm. Since the guitar is tuned on Drop D, the A is 
actually a G; the chord sounds like Dsus4, but is played like Dm on the guitar. 


The key of the song never ceases to be based on D; the key has been suggested 
as D dorian due to the use of B instead of B-flat. 


The chords, in fact, don't feature any chromatic notes. 
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Once the introductory riff is presented, the whole band joins in with an 


energetic and militant rhythm. Quite characteristic of the is Selway's use of 
a cowbell. 
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The song's verse is based on the following chord progression: Dmadd4-C- 
Am7 (i-VII-v). The change from tonic to leading tone C is then contrasted 


with a change to its relative minor, with an added minor 7th. 





stop, 





The melody is sung ina 
considerably high 
register 


The verse melody begins in chromatic C#, and then stays on D. The second 
line begins, in contrast, with a natural C; it then jumps to E, back to C, and 


then moves from the tonics of the relative minor/major change of C-Am7. 
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The lead guitar adds distorted riffs, based on C, in the verses, which add to 


the chaotic ambience the song is based on. The song's chorus: 





It is performed over the progression Dm-Am (i-v). The melody reaches a 
high C, sung in falsetto; it then descends to G, E and finishes on tonic D. 

The progression doesn't change to the dominant until the sentence ends; 
the whole movement in the chorus is therefore caused by this descension in 


the vocal melody, and in a guitar riff: 





Starting on A4, the guitar descends to G2, and creates a counterpoint with the 
vocals through this perpetually descending melody 


The chorus also has another element: some eerie choir-like voices can be 
heard slowly fading in. They are probably done with a synthesizer (not unlike 


the ones on “Exit Music’). After the second chorus, they become more notable, 


and they are quite importantly fealiived in the song's ending. After a 
repetition of the basic structure the song reaches an instrumental outro, 
lead by a guitar solo, which lasts from 2:52 to 3:51. It is introduced by a 
climatic breakdown, which builds a tension that is dissipated with the 
beginning of the solo. Jonny's guitar work in the ending of the song is 
similar to the solo in "Just", and, to a less experimental extent, to those of 
“Paranoid Android’. It starts with a descending melody, very similar to 
the one on the chorus; the solo is mainly based on Dm, and, with the 
exception of the use of chromatic D# some bars after the solo begins, it 
is quite standard. 

“Electioneering’ was a live highlight in the 1996 tours, and was initially 
considered to be released as a single. However, the studio recording was 
so inferior when compared to the excitement of its live counterpart, that 
it wasn't released for fear of being disappointing. It hasn't been 


performed live since 1998. 


C. Greenwood= Bass 
E. O'Brien= Guitar, backing vocals 
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G0 CLIMBING UP THE WALLS 





Often considered one of the darkest Radiohead songs in their entire 
catalog, "Climbing Up The Walls" is another song in the album with a 
simple harmonic progression, which has no traces of chromaticism. The 
song is notable for its lyrics and for its atonal use of strings, which the 
band has attributed to the 1960 composition "Threnody to the Victims of 
Hiroshima’ by polish composer Krzysztof Penderecki. According to 
O'Brien, it was recorded in the library of St. Catharine's Court, and this is 


why the song has a ‘gothical feeling. 


The lyrics talk about insanity, in one word. 


| am the key to the lock in your house 

(Verse 1) That keeps your toys in the basement 
And if you get too far inside 

You'll only see my reflection 


It's always best when the light is off 
| am the pick in the ice 

Do not cry out or hit the alarm 

You know we're friends till we die 


And either way you turn 

(Chorus) lll be there 
Open up your skull 

lll be there 

Climbing up the walls 


It's always best when the light is off 
It's always better on the outside 
Fifteen blows to the back of your head 
Fifteen blows to your mind 


(Verse 2) 


90 lock the kids up safe tonight 
Shut the eyes in the cupboard 
I've got the smell of a local man 
Who's got the loneliest feeling 


(Chorus) 


Yorke himself makes the inspiration quite clear: "This is about the 
unspeakable. Literally skull-crushing. I used to work in a mental hospital 
around the time that Care In The Community started, and we all just knew 
what was going to happen. And it's one of the scariest things to happen in 
this country, because a lot of them weren't just harmless... It was hailing 
violently when we recorded this. It seemed to add to the mood. Some 
people cant sleep with the curtains open in case they see the eyes they 
imagine in their heads every night burning through the glass. Lots of 
people have panic buttons fitted in their bedrooms so they can reach over 
and set the alarm off without disturbing the intruder. This song is about 
the cupboard monster’. And also: "Some people dont dare to sleep with 
the window open, because they're afraid that the monsters that they see 


in their imagination will come inside. This song is about the monster in 
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the closet... | found the sentence ‘the crack of the waning waning smile / 15 
blows to the skull” after I had read in the New York Times that 8 out of 10 
mass murderers in American history committed their crimes after 1980 
and that they were all males between 30 and 40, who had just lost their job 
or had just been through a divorce. Here, Yorke is dealing with something 
we can all relate to: the constant fear that something or someone is out 
there to get us. The feeling that makes you lock your door, and feel a certain 
way (‘keep your toys in the basement") about some aspects of yourself you 
wish not to explore. Because if you do, you ll only see yourself: it is you that 
makes all of this happen inside your own head. Only the person that suffers 
from it causes anxiety. ‘It's always best with the covers up’ also refers to 
fear. ‘I am the pick in the ice’, on the other hand, might be a reference to 
lobotomy, or simply an eerie allusion to murder. In this state, fear takes 
over, and he can't cry out for help; “we are friends till we die’ is a reference 
to this ‘intruder’ being part of him, so there's no way they are ever going to 
be separated. The chorus is quite clear: all these feelings will always be 
somewhere in you, because they are created by you. They wont leave, and 
they will only make climb up the walls due to desperation. It also states that 


things are left better unseen and unknown: lights off, and on the outside of 
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the problem. This paranoia will also affect how you treat your loved ones: 
you will think they are also inside the threat of harm. The song's verse 
ends with a reference to the possibility of this “local” man being anyone 
on the street. He will be one that is, quite possibly, very lonely. This 
person could be anyone: a mental patient, a ‘normal’ person, a psycho... 
The song could literally be interpreted as the story of a killer, whose 
victim is aware of his destiny. However, it is most likely that the song 
deals with mental illness, seen from the eyes of the one who suffers from 
it. Paranoia, anxiety or depression seem fitting. It has been interpreted as 
the struggle a person goes through when fighting against his/her own 
mind. 

The whole song is built around just three chords: Bm-G-Em (1-VI-v) in the 
verses and Em-G in the chorus. The rhythm irregularly accentuates beats 
2, 2 and 4, and the drums are characteristic for using a low tuned snare 
sound. The bass, meanwhile, is a synthesizer simulating a bass guitar 
sound. (Colin stated that Jonny had to tell him keys to play and when, 
since the bass player had to idea of how to play a keyboard. He also said 
that he wishes the sound of the simulated bass wasn't so ‘fat'). The vocals 


are double tracked, and their different characters create contrast: one is 
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‘dry’ (no effects), while the other one relies quite heavily on what seems 
to be reverb, and maybe some distortion. The takes sometimes sing in a 
subtle homophony, but this isn't so clearly distinguished in the final mix. 
Meanwhile, as if the ‘fat’ sound of the Novation Bass Station synthesizer 
and the double-tracked vocals weren't sonically experimental enough for 
a single track, Phil's drums have a very characteristic sound due to EQ 
manipulation and due to the fact that that they bleed into the other 
instruments and mikes on the room. According to Ed, “if you were to 
isolate each instrument, you'd hear other stuff on [its track] as well, and 
that's whats so interesting . Although the song has a simple chord 
progression, with no trace of chromaticism it is tonally ambiguous; still, 


the tonic key could be easily considered B aeloian. 


Bass line in the verses. Forms a 
downward Em chord 





Bass and acoustic guitar play the harmony throughout, while the guitars 
of both O'Brien and Greenwood add ambient riffs from the first chorus 


onwards. 


The melody of the verses: 





I am the Key to the lock in your house_ tat keeps your toys in the base-ment, 


In the first line, the vocals draw a Bm arpeggio, which then descends and ends 
on E, while Em is played. The first arpeggio contrasts with the Em created from 
the root progression of Bm-G-Em 


The chorus marks the first appearance of the strings, which will be 
essential in the song's ending. They play an accompanying counterpoint 
melody, which is based on a descending idea that starts on a high B and 
then goes an octave down, to another B; this reinforces the tonic of the 
song. The song's climax, however, will see the strings in a less traditional 
character. 

On the other hand, in the chorus there is also a repetitive guitar riff, which 


is also based on tonic B. 








Guitar riff in the chorus. Based on the change from leading tone A to tonic B. 





_ Pll be there_ — climb-ing up the walls. 


The vocal melody in the chorus consists of two ideas: the ascension and descension 
between B and D (repeated two times), and a higher melody that descends from B to 
FH. 


So the chorus, which is based on just two chords (Em and its relative major 
G), incorporates three different melodies (strings, vocals, guitar) into a 
lively counterpoint. After the first chorus, the song employs a dynamic 
change to keep the song interesting (similar to what was used earlier in 
“Let Down‘): the second verse becomes more vivid and aggressive as the 
drums use the cymbals for the first time in the song, and a guitar riff, not 


unlike the string arrangement from the chorus, enters the song. 





This guitar line descends to B, then to F#, and then to a lower B, after which t 


is repeated. With the line "So tuck the kids...” yet another subtle (in fact, quite 


buried in the mix) guitar melody comes in: 


Played filled with effects. 
The ending has several variations 





After another repetition of the chorus, the song reaches an instrumental 
bridge, which builds up the song's climax. The guitar plays with a 
considerable amount of distortion, while a synthesizer plays a short 
solo/melody, based on maintaining chromatic F and then releasing the 
tension it creates by ascending half a step to F#. Afterwards, the 
repetitive guitar riff that appears in the chorus is played, as the strings 
start fading into the song in crescendo. The song finally reaches its climax 
with a last repetition of the chorus, now with the strings in full swing and 
Yorke singing in a particularly raw manner. Jonny comments: ‘For the 
‘white noise’ flashes at the end, we used 16 violins that were just not 
playing the same. It may sound blasé, but we were a bit fed up with rock 
arrangements. They haven't evolved since ‘Eleanor Rigby’ of The Beatles. 
We discovered the Polish composer Penderécki. Since than, all we do is 
steal from him!" (And in fact, the younger Greenwood's solo compositions 
do owe a lot to him). The dissonance created by 16 violins playing quarter 


tones apart in the song's outro creates an euphoric ambience for the 
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song's climax, where they maintain the notes and build up an unbearable 
tension that is dissipated when Yorke literally screams to finish the song. 


This has to be one of the rawest moments in all of the band's discography. 


“Climbing Up the Walls" is performed live occasionally; when this happens, 


Colin plays the bass on a keyboard, and Jonny uses a radio (like on “The 


National Anthem’) in an experimental fashion. 
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C. Greenwood= Keyboard 
E. O'Brien= Guitar 
P. Selway= Drums 
Nick Ingman= Conducting 
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Go No SURPRISES 





"No Surprises” was the first song recorded for "OK Computer’, and the 
released take was the first one the band ever did of the song. It was released 


as the 4th single from the album and peaked at number 4 in the UK charts. 
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It was written while the band was on tour with R.E.M., and Yorke 
introduced it to the rest of Radiohead in a dressing room in Oslo. It was first 
played live in 1995 as an acoustic number. The influences on the track are 
varied: Yorke names “Pet Sounds’, Marvin Gaye and Louis Armstrong as 
inspiration. He has also said "That childlike guitar sound set the mood for 
the whole album’, and that he "[...] wanted a song that sounded like new 
double-glass: Hope-giving, clean and safe.” Certainly, when compared to the 
chaos of the previous track, this song does sound clean and safe. Colin says 
it better: "It's our ‘stadium-friendly song. The idea was first frighten 
everyone with ‘Climbing Up The Walls’ and then comfort them again with a 
pop song with a chorus that sounds like a lullaby”. One of the few songs in 
the album recorded in Canned Applause, its first and only take sounds 
“careful, according to Jonny, which he says fits the mood of the song. Yorke: 
“We did endless versions afterwards [...] and they were all just covers of the 
first version. So we gave up and went back to [the original]." “No Surprises” 
has a strong social character: its lyrics are told from the point of view of a 
man who is unhappy with his boring and alienated life. He follows the 
‘instructions’ expressed on ‘Fitter Happier’, which means he lives a socially 


acceptable lifestyle. But this become incredibly robotic, and fills him with an 
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emotional void. 


A heart that's full up like a landfill 


tea A job that slowly kills you 
Bruises that won't heal 

You look so tired, unhappy 

Bring down the government 

They don't, they don't speak for us 

I'll take a quiet life 

A handshake of carbon monoxide 

(Chorus) With no alarms and no surprises (x3) 
Silent, silent 

This is my final fit 

My final bellyache 

(Verse 2) (Chorus) 
Such a pretty house 

(Verse 3) And such a pretty garden 


(Chorus) 
The ideal life the narrator has led has left him feeling like a landfill, with a 
job that is killing him (spiritually speaking), and generally tired and 
unhappy. The realization that the government isn't acting for the good of 
the people just leaves him in a sarcastic mood; there is nothing to be done 
about it. He has accepted a quiet life, one where just the mere act of shaking 
hands (quite possibly a daily part of his job) is slowly killing him. This last 
situation is explained through the metaphor of someone slowly poising 


himself to death with carbon monoxide. His life is going to be lived very 
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straightforward: with no alarms and no surprises, following a daily 
routine and slowly dying, both physically and emotionally. “Such a pretty 
house’ and ‘such a pretty garden” are allusions to the ‘perfect’ life the 
narrator has been living. He has fulfilled the stereotypical social form of 
happiness, reflected through material possession. The line “this is my 
final fit, my final bellyache with” has led to interpretations of the song 
that portray the narrator as a suicidal man, whose only exit out of his 
miserable life is death. If we see the rest of the lyrics in this light, they do 
seem to fit quite well. It is interesting to note, however, that one 
interpretation of the song is that this man is accepting his monotonous 
and sad lifestyle, and simply decides to live with it. The other is that he 
decides NOT to go on with it and kill himself. Both options leave the man 
in a terrible position, alienated and led to total, certain unhappiness 
because of how society works. The track's interpretation does resemble 
the meaning of the previous song, ‘Climbing Up The Walls’: in both songs 
we see human behavior conditioned by society, which leads people to 
general unhappiness. "No Surprises” deals with the daily aspects of life, 
like jobs, family, values and goals; the preceding track talked about a 


constant underlying fear that someone might be out to get us: for social 
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reasons, we distrust other people. Thus, Yorke seems to paint a very 
complete picture of the typical western life in these two songs. He is 


scared, paranoid, emotionless (except for fear), alienated and lifeless. 
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The song is characteristic for its innocent sound, which contrasts with 
the depressing lyrics. Neither its harmony nor its melody contains any 
traces of chromatic notes, except for the lowered sixth degree in the 
basic riff of the song. The guitar/glockenspiel melody in the song (which 
has been described as ‘child's toys’) is introduced in the very beginning 
of the song; played just by Ed and with Colin establishing F as tonic Key. 


It sets the tone for the rest of the song: 





Played on a guitar with a capo on the 15th fret 


After the melody is introduced, an acoustic guitar (capo 3), drums and 
Jonny's glockenspiel come in. The latter accentuates A (mediant of F) and 


the tonic, before playing the flatted-sixth figure just as the guitar does: 





Played by both Jonny and Ed. It includes the only chromatic note in the whole 
song: Db 
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The verse follows this chord progression: 


F-Dm-Gm-C-F ee | I-vi-ii-IV-I 


It is an uncharacteristically simple progression for the band. The tension 
built from the changes to both relative minor and supertonic are steadily 
compensated with subdominant C and its inviting return to tonic F. 

The guitar/glockenspiel arrangements move according to each chord in 
the verses; this leaves the sound in the progression as: Fsus2-Dmaddb6- 
Gm-Csus4-C-F., It is also possible that Yorke plays these chords instead of 


just the triads shown above. However, the basic progression is definitely 


on that I-vi-ii-[V-I movement. 
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O'Brien's arrangements are closely mirrored by the glockenspiel. They 


maintain a relative tonic ambiguity through the chord changes. Tonic F 
appears in every arpeggio, up until the turnaround figure that leads back 


to the start of the progression. 


The melody in the verses goes as follows: 





A heart that’s full up like a __ land : fill, a 





you, brui - ses that___ —- won’t heal. _ 
gov-ern - ment, they don’t, they don’t speak___—S for us, ___ 


job that slow - ly kills 





It is sung in an uncharacteristic low register. It starts on the tonic and then jumps 
to its 3rd, A, from where it descends to C, only to go up to A again. The melody is 
based on these sudden jumps from lower to higher notes. With a span ofa Btoa 
B an octave higher, the predominant notes are F, B and especially A. 
The chorus is interesting because it is suddenly introduced from the verse, 
cutting short the previously presented section to introduce a new one. 


It uses the last two chords in the verse progression, Gm and C. They are 


repeated while backing a new a guitar/glockenspiel and vocal counterpoint: 


2nd ending 





A descending and then ascending idea forms the chorus’ melody. 


When the chorus ends, another melody is introduced by the vocals. The bass, 
drums and acoustic guitar stop, leaving just the guitar and glockenspiel as 
accompaniment, along with a new instrument: a synthesizer, which maintains 


F and also plays the flatted-sixth figure. 


"No Surprises’ has an interesting structure because it doesn't repeat a section 
strictly the same that it was presented in the first time. For example, the last 
verses consist of 4 bars, but the first verse lasted more than 10. Another 


important change is dynamics, which vary through the song. 











The single line from the second verse "This is my final fit, my final bellyache" 
is sung with vocals overdubs, and it is only once the corus reappears that bass, 
drums and acoustic guitar return to the song. 

After a second performance of the chorus, the song moves to a brief 


instrumental bridge, based on C-Bbm (which includes chromatic Db) and 
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then Gm7 and Bbm. It features a subtle double guitar counterpoint: 





Yet another verse follows, but this time more agitated and with some 
backing vocals added by overdubs. After a last repetition of the chorus (with 
new counterpoint descending vocals), the song ends with the basic riff, 


backed by the synthesizer playing tonic F. 


Although ‘No Surprises" doesn't represent the general musical character 
that appears in "OK Computer’, it does show some of the album's themes 
quite clearly. However, this song went on to become one of the most well 
known tracks in the band's discography (without a doubt, its unique video 


played no small part in this). 
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The track is played live quite regularly, and it features some of the 
catchiest music in the whole album. Redundantly and somewhat ironically 
due to its title, “No Surprises’ also includes some of the least challenging 


harmonic resources found in all of "OK Computer’. 
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J. Greenwood= Glockenspiel, synthesizer 
C. Greenwood= Bass 
E. O'Brien= Guitar 
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Q Lucky 


Although "No Surprises” was the first song recorded for "OK Computer’, 





“Lucky” is the oldest recorded track: it was recorded in September 1995 (in 
just 5 hours, and in the same session as “Talk Show Host’), for the benefit 
album “Help! A Charity Album For The Children Of Bosnia’, released in 
September 1995, which featured the song as a single. At the time, the style 
of the song was unheard of in the band, and it was "the first mark on the 
wall’ (Yorke) for what the future album would sound like. Radiohead was 
very proud of their work when the song was released; they actually felt it 
was the best thing they had done so far. This is why they felt particularly 
disappointed when the single flopped and the charity got very little money 
thanks to the album. As Yorke said: "It was double painful [that the single 
wasn t successful] because all 5 of us thought that ‘Lucky’ was our best song. 
I remember that I was really happy when Jonny came up with that sample of 
the choir". "Lucky" was supposedly going to be rearranged for "OK 
Computer , but the band ended up releasing the same version as the one in 
the charity album. "We agonized over whether to leave it off, but we thought 
it was one of the best songs we've done. It just fits.” (Jonny). According to 


Yorke, the song "|...| fits exactly where it is’ on the album. 
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“Lucky” was released as the third single from the album, but only in 
France, where it didn't have a particularly good reception. The song came 
together from an idea O'Brien had during a soundcheck while on tour. 
The guitarist comments: "I remember fiddling around in the soundcheck - 
[we] were in Japan - and putting together a different pedal order and 
actually hitting the strings above the nut on the headstock. The pedals 
that I did it with, and the delay that was going on. It was one of those 
moments -'Yeah, this is pretty cool'’. A few weeks later, a whole song had 
developed from just this first guitar effect. Yorke to NME in 1995: “’Lucky’ 
is a song of complete release. It just happened, writing and recording it, 
there was no time, no conscious effort." 

The song's lyrics are quite unexplained, as its author has never given 
much insight into their composition. However, it seems quite likely that 
they have to do with themes similar to those found in “Airbag”. In 
addition, there is an underlying ironic attitude, which is seen from the 
very title: the song talks about a man on a plane crash, who constantly 
calls himself ‘lucky’ throughout the song; this song serves as a perfect 


example of Yorke's trademark sarcastic imagery and attitude. 


I'm on a roll 
(Verse 1) I'm on a roll this time 
| feel my luck could change 


Kill me, Sarah 
Kill me again with love 


It's gonna be a glorious day 


Pull me out of the aircrash 


tenyorus) Pull me out of the lake 
‘Cause I'm your superhero 

We are standing on the edge 

The head of state has called for me by name 

(Verse 2) But | don't have time for him 


It's gonna be a glorious day 
| feel my luck could change 


(Chorus) 


We are standing on the edge 


The song starts off with sarcasm: someone who has just had an accident is 
commenting how lucky he is, and how everything is going to be fine. "Kill 
me Sarah’ has never been very clearly interpreted, and Yorke doesn't help 
much in understanding its meaning: '|...| Who's ‘Sarah’? No one I know. It's 
just my favorite name.’ Once the chorus is introduced, we realize that the 
narrator has been in a plane crash, but that he has survived and is able to 
help the other passengers. So, after all, he IS lucky, at least in some kind of 


way. His help elevates him to a new opinion of himself: he now sees himself 
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as a Superhero; this is why it these lyrics are similar to “Airbag” .Verse 2 


presents us the narrator's life in his new superhero state of mind: he has 
apparently become famous, and the head of state has asked for his help. 
However, the narrator snubs this important individual, making himself very 
important, to the point that he doesn't have time to meet with someone as 
influential as the head of state. The narrator then comments again that his 
luck is changing: for better or worse? It's left unanswered and highly 
ambiguous. The main message of the song deals around luck, of course, and 
about how there really isn't such a thing: situations just occur, and we make 
sense out of them however we can. Regarding the line "We are standing on 
the edge, Yorke said: "The history of our times calls to mind those Walt 
Disney characters who rush madly over the edge of a cliff without seeing it. 
The power of their imaginations keeps them suspended in mid-air, but as 
soon as they look down and see where they are, they fall.” Interestingly, the 
song has also been interpreted as a love metaphor, having the narrator and 
Sarah as its protagonists: in the chorus, the ‘superhero isn't actually helping 
others; he is the one being saved. And Sarah is the one saving him. 
Therefore, this establishes that no matter who you are, in a romantic 


relationship, people have to take care of each other. This curious 
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interpretation, though, seems unlikely to be close to its author's feelings. 
"Lucky’ is a slow ballad, with verses written in E aeloian and a chorus witha 
brief modal change to E dorian. It starts with the aforementioned guitar 
sound caused by hitting the string above the nut. This sound, highly 
manipulated through pedals, gives a highly atmospheric and expectant 
character to the beginning of the song. A simple cymbal, that accentuates the 
third beat, soon joins in. Afterwards, electric guitar (Thom’'s), vocals and 


bass join in, presenting the harmony for the verses: 


Em-Am-G-Bm-Em => 1-1v-III-v-1 


C-G-Bm-Em VI-III-v-1 


Simple harmony, that often sounds uplifting but then is suddenly made 
tense again by using minor triads. It employs a subtle rhythmic device, 
which consists of a brief change from 4/4 to 2/4 in the first G and second 
Bm. Thus, the already rigid section seems, in addition, slightly hurried. 
Thom also plays a little addition in the first Bm: a pull-off from F# to E in 
the first string of the guitar. The first verse is quite calm; its main objective 
could be considered to build up the tension, which will eventually explode 


in the first chorus. 


The vocal melody in the verses: 





= Ae The melody begins on the 3rd of the tonic and ascends to A, 


|. would fame. just as Am is being played. The second line begins similarly, 
but now the first note is G, which is the chord performed at the 
moment. It then ascends to B. When the harmony changes to a 
more ‘cheerful’ C, the vocals begin an undulated idea that 
eventually reaches tonic E. 


The track suddenly changes to the chorus, which is based on A and Em 
(IV-1). The first chord has the note C#, which explains my previous 
mention of the dorian mode in this section of the song. This chromatic 
ascension gives the new part of the song a different character from the 
one displayed in the verses. The section finishes with C (VI) and then B7 
(V7). The chorus also introduces the full band playing more energetically: 
the drums come fully into the song, Jonny plays a guitar melody, O'Brien 
sings backing vocals (maintaining tonic E), and a guitar with heavy delay 
plays chords. 

Overall, the chorus is easily distinguishable from the calm verses due to its 


layered and sophisticated texture. 





Pull me out__ — of the air - crash, pull me_ out__ 





YO, we are stand - ing on the edge. 


The vocal melody anticipates this change to dorian mode through the use of 
C# in the last bar of the verse. This idea then stays in this very note and 
then descends to G; the second time, it stays on B. In the line "I'm your 
superhero , the melody rises to a high E, descends to C#, and then descends 
to G. The final chords, C and B7, back an ascending melody that starts on G 
(Sth of C) and then settles on B. The final minor seventh chord gives the 
passage a tense feeling of being unresolved due to its half-cadence status. 
However, even during the modal change and half-cadence, E is always the 
undisputed and obvious home key of the song. The rhythm in the chorus 
often anticipates the chord changes at the end of the beats. It is also worth 
noting that the C at the ends of the chorus is played on a 2/4 beat; this 
subtle rhythmic interplay is much like what happens in the verses. 


Jonny, meanwhile, adds a guitar riff that also reinforces the modal mixture. 





The guitar in the chorus is based on a string bending from C# and D, which would 
essentially give the feeling of an Assus4 in the harmony. Thus, it reinforces the 
change to dorian mode. 


After the first chorus, the song returns to the verse. This time, however, it 
will be played in a more upbeat manner, more energetic and with a major 
addition: Jonny's choir-like mellotron effect (the same that appears in “Exit 
Music‘). It plays chords (or at least is based on chords) and is essential to 
the climatic build-up that leads the second verse to what is often 
considered the climax of the whole song: when Yorke sings the line "It's 
gonna be a glorious day’, he reaches a B an octave higher than the one he 
has been singing so far. From there, he descends and eventually reaches the 
lower B again. This is probably the most specific moment in the song that 
made Yorke say: ‘I get the shivers virtually all the way through the song 
and just grin like an idiot." After another chorus, an instrumental bridge 
follows. It is also based on E aeolian, and shows off the delay effects that 


have already been considerably present in the song thus far. 
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Consists of a descending figure based on octaves: F#, E, D and C; 
afterwards, Em is played to reinforce the song's Key. A single guitar 
introduces the riff; the rest of the band joins in after 4 bars, and the other 
two guitars add homophonic arrangements on top. 

This brief instrumental section ends with a build-up in Em, after which a 
vocal-less chorus is performed. The song ends with the short C-B7 chorus 
refrain, which is left open and unanswered, without a resolve to tonic Em. 
"Lucky was, at he time of its recording, a step forward in the band's 
songwriting abilities. Also, it was a song that already established the roles 
that each member could have inside of the band. It is not surprising that 


Radiohead was so proud of this song; it is played live very frequently. 
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GO THE TOURIST 


Ironically, the last song in the album was one of the first to be recorded: 








like “Subterranean Homesick Alien’, “No Surprises’ and ‘Electioneering ’, 
"The Tourist’ was recorded in the band's Canned Applause studios during 
the first sessions for "OK Computer". However, it was added in the very 
last moment, after the other 11 songs were already finished. ‘I'm still 
amazed that everyone else in the band let it on the LP. It was a bit of late 
runner. We were packing up and leaving when we decided to do it." This 
quote is by the song's creator, Jonny. He also adds: "We just wanted a song 
where we werent paranoid about making something happen every three 
seconds and where we could record it with space." It is interesting to note 
that this is one of the very few songs in the band's discography that wasn't 
born out of an original idea designed by Yorke. In fact, according to Jonny 
“Thom didnt play a thing, he just listened.” Regarding the song's 
character, he said: “It's quite nervy with a lot of space. It sounds like the 
last song on an album.” 

Nevertheless, Yorke did obviously write the lyrics, and his inspiration 


came directly from his experiences while on tour. 
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“The lyrics come from being in a beautiful square in France on a sunny 
day, and watching all these American tourists being wheeled around, 
frantically trying to see everything in ten minutes. You know: ‘We've got 
to be in Paris tomorrow morning!’ And then I saw this old bloke on telly, 
saying that he couldn't work out why the world had got so fast and ina 
hurry. I just had an image of him standing on a street corner, watching 
the traffic hurl by." 


There are also some major connections to Airbag’. 


It barks at no one else 

But me 

Like it's seen 

A ghost 

| guess it's seen the sparks 
A-flowin' 

No one else 

Would know 


(Verse 1) 


(Chorus) Hey man, slow down (x4) 


sometimes | get overcharged 

(Verse 2) That's when you 
see sparks 

They ask me where the hell 

I'm going? 

At a thousand feet per second 


(Chorus) 
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The song is basically about moving too fast, living in a constant hurry, and 
therefore not really living at all. The metaphor of being a tourist, who has 
to rush and act like on a schedule, is apt for the situation the band is trying 
to describe. Yorke has said that the line “slow down’ was written as a 
message to himself; “Because at that point, I needed to. So that was the 
only resolution there could be: to slow down. If you slow down to an 
almost-stop you can see everything moving too fast around you and that's 
the point.’ The first verse of the track describes the tourist returning home 
after a long time; he has been away for so long that his own dog doesn't 
recognize him. The comparison to a ghost might also be because of the dog, 
or because the narrator has turned into a physically and mentally 
inefficient person. The dog recognizes this lamentable state ("I guess its 
seen the sparks a flowin"), but no other person ever notices this, because 
everybody else also lives in this miserable situation ("No one else would 
know’ ). The chorus is a clear indication of the main theme of the song. The 
“man: the narrator is asking to slow down could be interpreted as a 
variety of people, maybe even to the world as a whole (the song, after all, 
deals with all of society moving too fast and not enjoying life). Verse 2 


describes how this fast pace is starting to take its toll with the narrator: he 
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becomes filled with anxiety and ‘overcharges’, much like a mechanical 
device that is unable to work once this has happened. He also realizes he 
is moving really fast in life, since he is going at a thousand feet per 
second (at the speed of sound, to be more specific). The band described 
"The Tourist’ as an ideal closer for the album for two main reasons: its 
relaxed, anxiety-free music (at least when compared to, say, "Paranoid 
Android’ ) and for its overall lyrical meaning: “When we chose to put 
‘Tourist at the end, and | chilled out about it and stopped getting up at 
five in the morning and driving myself nuts, we did find that it was the 
only resolution for us - because a lot of the album was about background 
noise and everything moving too fast and not being able to keep up. It 
was really obvious to have ‘Tourist’ as the last song.’ After weeks of 
waking up in the middle of the night due to not being able to decide 
which order the tracks had to have in the album, Yorke seemed to 
realize that the song fits perfectly as the ending to "OK Computer’. This is 
because, in a lot of ways, the track provides the answer to the problems 
presented in the rest of the songs in the album. 

And that answer is ‘slow down, because people are not able to keep up 


anymore. 
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The song and, therefore, the album, ends with the sudden sound of a small 
bell. There various interpretations of this: one is that the narrator has 
actually slowed down (Yorke once said that the band always tries to add 
some optimism in their songs), and the most popular is that it represents 
the car crash in "Airbag". As we said in the introduction before the analysis 
of the songs in "OK Computer", there have been some interpretations of the 
album that consider it a cycle. They are supposedly attributed to Jonny, 
who has been called ‘obsessed with the idea of continuity’ during the 
recording of the album (However, I haven't found the source that first 
stated this). Having this in mind, the final song would anticipate the events 
in the first: a car crash ("slow down’) that leaves a man unharmed and 
feeling like he could save the universe. 

When interviewed by Clare Kleinedler in 1996, the band was asked if this 
was true; Thom replied Wow...that's great. Absolutely right about the last 
song preceding the first. Very interesting, Jonny, meanwhile, added 


“Nobody has ever got that before. That's cool!” 
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The song is a Slow and dreamy 9/8 piece, written in E major. Both the 


cuitars in the song (keep in mind that Yorke just sings) have the D string 
tuned a full step up to E. This means that the standard chords played in 
the song will be triads with an added 9th. The first chord is a Badd?11 due 


to the open playing of the higher E string. It is backed by a calm rhythm 


section, and the beginning of the song also includes a simple guitar riff: 





The harmony that will be used in the verses is displayed in the very first bars. 
The song has also been identified as being in B major, given that the chord we 
have called tonic, E major, doesn't appear in the song at all. However, if we 
take E as home key, then we could argue that the whole song is built ona 
tension that is never fully dissipated due to the omission of this home key. It 
features the basic scale movements V-11-IV-III: B-F#m-A-G#. Because of the 
guitar tuning, all the chords include an added 9th. The relatively simple 
progression has a chromatic note in the 3rd of the G# chord: natural C is 


suddenly used, instead of B. It is also important to mention that the last bar 
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of A is written in a sudden 12/8, after which the song quickly changes to 9/8 


again. Regarding the vocals, their creator has commented: ‘It's the same with 
a lot of the vocals on "OK Computer’ - they're first takes because after that I'd 
Start to think about it and it would sound lame. I really like the vocal on ‘The 
Tourist’ and I don't remember doing it. It was something we left on the shelf 
for months. When I listened to it again it had obviously been, ‘Go out and sing 
a rough vocal so we can work on it’. There's no emotional involvement in it. I 
mean, I'm not emoting, I'm just, Yeah, yeah, sing the song and walk off." 


The vocal melody (with an overdubbed homophonic accompaniment) enters 


the song once the harmonic progression has been presented: 








at_ no - one else__ but me, 





2 Overall, the vocal melody in the verses 
| is based on maintaining long and high 


ee ee notes. 


The melody initially maintains a high D#, which then ascends to E (creating a 
minor 7th chord with the F#m). C# and another E is featured when the harmony 
changes to A. With the disruptive G# comes an expected chromatic natural C. 
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The chorus introduces a new progression: B-F#m-Am-B (V-11-iv-V), which 
also uses chromatic C, but now in the context of mediant in Am. In fact, the 
harmony in the chorus is quite similar to the one presented in the verse: 
there are a number of scale movements that are the same, and the 
disruptive C natural also appears, albeit now in a different harmonic 
context. The rhythm becomes slightly more upbeat, but the major dynamic 


change is represented through the use of the mellotron playing chords. 





The melody in the chorus is also based on high and long notes. It is mainly based on 
F# (which appears on both B and, of course, F#m), except for a change to an idea 
introduced by chromatic G natural (commonly found in a song based around Am, 
the chord the song is on when this new Idea is sung) which then maintains E. 
Afterwards, the melody changes to F# again. 


After the chorus, the song moves to a brief instrumental passage, based on 
the same harmonic progression. It is essentially a short distorted guitar solo, 
which moves very similarly to the simple introductory riff presented in the 
beginning of the song. This time, however, the guitar uses a fuzz effect, and is 


filled with feedback. After seven bars, the song moves to the second verse. 
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Verse 2 and the first repetition of the chorus are exactly the same as the 


previous ones (except for lyrics). After the second chorus, another 
instrumental section like the one that appears after the first chorus is 


performed. However, its longer duration and climatic apparition easily 


justify that this time it is called a proper guitar solo. 








Excerpt from Jonny's solo. Greenwood switches between chord figures and distorted 
melodies, with special emphasis on E. It does feature the guitar player's aggressive 
trademark style, but not to the same extent that it appears in "Paranoid Android’. 


The guitar solo continues after the vocals return for a last repetition of the 
chorus. This will be one of Jonny's last solos in the band's discography. The 
song ends with the bass playing B, subtly backed by the drums; after two 
bars, a bell suddenly rings. If we do consider E as the key of the song, then 


this ending leaves the track completely unresolved. 
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"The Tourist” has been played live occasionally, but it isn't one of 


Radiohead's most well known songs, and it doesn't seem to be one of the 


most beloved by fans. 





}. Greenwood= Guitar, Mellotron 
C. Greenwood= Bass 








E. O'Brien= Guitar 
P. Selway= Drums 
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Radiohead released various original songs from the "OK Computer’ era 


on two EP's and five singles. 


RADIOHEAD 
No Surprises/Running No Surprises 
Pearly 
From Demons EP (1997) Melatonin 
Meeting In The Aisle 


> Bishop's Robes 


A Reminder 
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No Surprises 


Single (1997) No Surprises 
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RADIOHEAD 
KARMA POLICE CO1 


Karma Police 





Single (1997) 
Karma Police 
—— Meeting In The Aisle 
Lull 
Lucky Lucky 
Meeting In The Aisle 
Single (1997) Climbing Up The Walls 


| (Fila Brazilia Mix) 
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POLYETHELYENE (PTS. 1&2) 








Recorded in bath, just like most of "OK Computer’. Appears in the “Paranoid 
Android’ single and on the EP “Airbag/How Am I Driving’. The song has two 
main sections: a 40-second acoustic introduction, which features Thom 
alone, and a second section, which sees the band in a very energetic mood; 
the character of the latter is arguably similar to that of Progressive Rock. 
Although the song is generally held in high esteem, the band has performed 
it live very few times; Thom has even said that he has forgotten the lyrics to 
the first part (and indeed, the printed lyrics in the EP booklet differ from 


those sung in the recording). 


Tears of joy now scare ourselves of all that you want to be 
Just got paid and now you're going 

‘Round inside your place 

If | get scared I'll just call you 

And I'll miss your glow as | unsettle 

Oh, and I'll always feel, | will always be- 


Right, one, two, three, four 


So sell your suit and tie and come and live with me 
Leukemia, schizophrenia, polyethylene 

There is no significant risk to your health 

ohe used to be beautiful once as well 
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Plastic bag, middle class, polyethylene 
Decaffeinate, unleaded, keep all surfaces clean 
Oh 
If you don't believe this, sell your soul 
If you don't get into it, no one will 
Oh, oh, oh 
No, oh, oh 
Obtain 
Obtain 
The song's meaning is hard to decipher, and trying to interpret them has 
often led to considerable dead-ends. The words have also been considered 
rather meaningless, given that the singer himself isn't very sure of what 
they are. However, similar themes to those found in the album are easily 
identifiable in the song. The closest thing to a comment on the song that 
Yorke has ever stated is the following: "We live under a world banking 
system and media that make it almost irrelevant who is in power. Political 
systems worldwide are at the mercy of business and bullshit economies. I 
can't recycle any of the polythene packaging that fills my house. Why?" 
So, then again, politics are in the essence of “Polyethylene”. Part 1 has often 
been identified as a man with a new job opportunity talking to his loved 


ones. This new job apparently requires him to move away, quite probably 


to a big city. Even through hard changes, however, the narrator maintains 
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an optimistic attitude, and shows his love for these people. This contrasts 


with the second section, where the narrator has seemingly changed into a 
bitter person, who is aware of all the terrible consequences of this big 
city. At first, the big city seems quite inviting (“come and live with me’), 
but it eventually corrupts everyone. It is because of the line “she used to 
be beautiful once as well" that it makes sense to postulate that the person 
the narrator is addressing to in section 1 is a romantic partner. Once he 
invites her to live with him, her spirit also starts to die slowly. Leukemia 
and schizophrenia, slow acting but very dangerous, are compared to 
Polyethylene; the most common plastic in the world might not seem very 
harmful (There is no significant risk to your health"), but as time passes, 
society will realize that it IS extremely dangerous. Plastic bag, middle 
class, Polyethylene’ could very well be a logo, not only for the song, but 
for "OK Computer’ as a whole; it illustrates quite clearly some of the most 
important themes in the album. The song ends pessimistically, with the 
idea that big corporations cause people to sell their souls and lose their 
humanity. However, it also subtly underlines that the way society works 
is based on large quantities of people following a same ideal: if an 


individual refuses to sell his soul, others are very likely to follow his 
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example (‘If you don't get into it, no one will’). 


The track begins with Yorke's caricaturesque ‘Go!’ after which his acoustic 
guitar and vocals come in. The song follows the progression Bm-A-G-D- 
Em-F#m (i-VII-VI-III-iv-v), played in an arpeggio-style very characteristic 
of Yorke. The character of the first section contrasts quite obviously with 
that of the second section (much like it happens with the lyrics), since it 
features very calm rhythm and dynamics, and Yorke singing in a soft, 
mellow voice. Section 1 ends abruptly in F#m. Yorke introduces section 2 
with an unusual (in Radiohead studio recordings) count-off to guide the 
entrance of the band. Two guitars present the new harmony, which is 
based on a descending idea that starts on A, reaches G, and then plays 
Asus4. A variation of the riff reaches E instead. The track presents this part 
of the section as a succession of brief in-crescendo passages, where Jonny's 
keyboards have an important role in building up tension. 

The verse follows the progression: Am-Em-F-C-Bb-Am-Dsus4. There has 
been a modulation from the Key of section 1. These new chords have 
important chromatic notes, and the harmony suggests that section 2 is 
filled with sudden and brief modulations: the first four chords could be 


considered to be in Am, while the rest of the progression changes to D. 
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The chorus also presents some harmonic disruption: B-G-D-Em-F-C- 


Asus4. The sudden presence of C# distinguishes the new section from the 
one before, since it creates a different mood. The progression modulates 
once again when it changes to F and C, and then once more, when it 
reaches A. Both chord progressions in this second section of the song are 
based on a modulating harmony that then resolves to a suspended fourth 
chord; these latter are a fifth away. The second section also features some 
rhythmic devices, like the subtle anticipation that appears in the chorus. 
The song also features a guitar solo based on the tension build-up figure 
introduced at the beginning of the section. 

It's interesting that a song with such a strong musical character and lyrics 
that relate very easily to those found in "OK Computer” wasn't included in 
the album. However, it is quite clear that the band doesn't think too much 
about this track, and it is very possible that they didn't feel it was 


sufficiently polished to be included. 
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P. Selway= Drums 





00) PEARLY 


Appears on the Airbag” and “No Surprises’ EP's and on the "Paranoid 





Android” Single. The version from the second EP is a remix, and has 
some slight variations: different guitar ending and a louder guitar 
introduction. Both versions, however, feature Ed O'Brien and Phil 
Selway playing drums in unison. It feels like a considerably ‘Rock’ 
sounding song, at least when compared to most of the music the band 
was making at the time. It was included in the second half of the "OK 
Computer tour; since then, it hasn't been performed very often. The 
lyrics of this track are interesting, because they are not very clear: the 


exact words tend to vary depending on where you check for them. 


How'd you get your teeth so Pearly? 
Dew-drop dentures whitewashed faces 
she runs from the third world, pearly 


Vanilla (feel it crawl to me 
Milkshakes (crawl back again 

From Hard Rock (whatever you say 
Cafes (it won't go away 

That's where (I feel it crawl to me 
She got her (crawls back again 
Sweet tooth (it won't go away 

For white boys (whatever you say 


) 
) 
) 
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521 She runs from 
The third world, pearly 


Use me 
Darling use me 


Darling use me 
Darling use me 


According to Yorke, the song is a “dirty song for people who use Sex for 
dirty things’. Themes like globalization, society, media and vanity all appear 
in the lyrics. The song's refrain (“She runs from the third world, Pearly’ ) 
refers to the main inspiration behind the song: the middle-class tries to look 
good and clean; they try to get away from the image projected by the people 
from the third-world, who they quite possibly see as inferior in many ways. 
The most important of these is image. Maybe the second verse describes a 
woman from one of these third-world countries, who has gotten a ‘sweet- 
tooth for this western style of life; she acquired this taste through sex, 
which brings us back to Thom’'s quote. Sex is being used as a way to enter a 
Shallow kind of life: people are being manipulated, which, in turn, explains 
the final phrase from the song. The counterpoint vocals that appear in the 
second verse are probably also a reference to this manipulation. 

In a certain way, one could argue that race is also an important theme in 


“Pearly’. Nevertheless, this track is also some kind of a general enigma 
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when it comes to its meaning. The song begins with an energetic rhythm 


provided by both O'Brien and Selway (the first plays toms and cymbals, 
while the usual drummer plays the more sophisticated rhythm). Thom's 
guitar comes in after a few bars, and then begins to sing in a melody that is 
mainly based on A and E. “Pearly” is written in Am, and follows a simple 
harmonic progression: Am-E-G-D-E (i-V-VII-IV-V) in the verses and F-C- 
Am-E (VI-III-1-V) for the chorus. The tension built from the relatively 
unresolved progression in the verses is dissipated when the chorus 
appears, with a sudden and satisfying change to submediant F, upon which 
a considerably catchy chorus is built. By the end of the section, the 
harmony is back to E, which continues with the phyrgian character the 
song has been using. The vocals are subtly doubled-track throughout the 
song, and in the second verse, a counterpoint melody comes in through the 
right speaker. The bridge that leads to the song's ending is based on Am-C- 
E (1-III-V), and it is introduced by Yorke singing and playing alone. Jonny 
adds trademark riffs throughout, and O'Brien also adds guitar lines (when 
played live, he begins playing the song on the drums; he later changes to 


his usual instrument). 








00) HOW I MADE MY MILLIONS 





The only official release of Thom Yorke playing lo-fi appeared in the “No 
Surprises’ single. The released version of “How I Made My Millions" was a 
song idea that Yorke recorded in his four-track recorder. Thus, it features 
just him singing and playing piano at home; his girlfriend can be heard 
washing the dishes in the background. When the singer showed to the rest 
of the band, they decided to release the original demo recording; Phil and 
Ed were blown away’ by the song. And, indeed, the song is known for an 
intimate and moving character. The track is also notable because it shows 
us how Radiohead write their songs: at some point, most compositions 
probably were a four-track home recording, upon which the band later 
worked on. “How I Made My Millions’, apparently, didn't need any more 
work. The lyrics are very hard to decipher, and it is quite possible that 
Yorke hadn't decided what would be the definitive words for the song. 
However, most people have interpreted the title as a direct reference to 
the song in itself: by 1997, Radiohead was a world famous band, and its 
members were financially successful. The way in which the songwriter 


acquired this money is through songs; the track's title refers to the success 


324 
his music has brought him, and to how ,at first, his music is just a home 


demo recording. 


| was 

Stronger 

| was 

Better 

Picked you out 
Now don't 

Say a word 


No don't 

Yell out 
Never mind 
Let you out 
Led you back 


Stay on 
Sit down 


Let it fall (x4) 


According to its creator, the song was written after he and his girlfriend 
were in the supermarket and she accidentally dropped a paid carton of eggs 
into the floor. Yorke wasn't able to catch them in time. This made his 
girlfriend suddenly yell and this, in turn, resulted in Yorke telling her to just 
wait in the car. When they got home, he wrote the song (apparently slightly 
drunk). Thom told this anecdote during a live show (I couldn't find which), 


and, given his character, it is quite possible that he was just joking around. 
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Or maybe telling a cryptic version of the truth. Maybe the whole truth. The 
lyrics have also bee suggested to be about nothing at all: Yorke was often 
publicly described as a singer whose lyrics have no meaning at all, and this 
was his comment on the matter: a song whose lyrics actually don't have any 
meaning at all. This way, he is teasing people of how he has made millions 
out of meaningless words. Nevertheless, political and social meanings have 
also been recognized in the song. 

The song follows a very simple (and typical) harmonic progression. There 
are no traces of chromatic notes, and, in fact, the chords used are mostly 
triads.It begins with an A major chord, which states the home key of the 
tune. It then moves to relative minor C#m, just as the vocals start. What 
could be considered the verse is based on these two chords; the chorus is 
based on D and Bm, another relative major-minor change. The song also 
includes a short instrumental passage which plays A and, briefly, 
subdominant D. Played ina slow 2/2, the left hand reinforces the tonics, 
while the right hand focuses on the tonic and on the dominant. There are 
some slight variations, like the use of notes that don't belong to the chord 
(and that, actually, follow the melody quite closely) and brief stays on 


Amaj7 before changing to C#m. The melody, sung softly and calmly, moves 
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from G#m to B in the verse, and ascends up to D in the chorus 


Logically, “How I Made My Millions’ has never been played live, and the band 
has never commented on the track. Despite of this, its mood and the feeling it 


possess make it a beloved track by the few who have heard it. 





0 a REMINDER 





Appears on the Airbag” and ‘No Surprises’ EP's, and on the “Paranoid 
Android’ single. Yorke talks of this track: “That song was written in one of 
those days off you have on a tour where you literally, all you can do is sit in 
your hotel room cause there's nothing. It [was] a Sunday, and it's somewhere 
near Hershey, I got no idea where we were and there was just nothing to do 
at all. And I had this idea of someone writing a song, sending it to someone 
and saying, If I ever lose it, you just pick up the phone and play me this song 
back to remind me.’ The track begins with a recording from Prague's Metro. 


The most common interpretation of its lyrics is that the song talks about 


Yorke's fear of growing old. 327 


If | get old, | will not give in 
But if | do, remind me of this 
Remind me that 

Once | was free 

Once | was cool 

Once | was me 


And if | sat down and cross my arms 
Hold me to this song 


Knock me out, smash out my brains 
lf | take a chair, start to talk shit 


If | get old, remind me of this 
The night we kissed, and | really meant it 


Whatever happens, if we're still soeaking 
Pick up the phone, play me this song 


The person the narrator is addressing seems to be a woman far away, who 
is his only chance to remind him of how his life used to be before he grew up 
and lost his youthful character. As usual with Radiohead, the lyrics go a little 
beyond just the fear of loosing one’s youth: Yorke seems to talk about 
erowing old into a bitter and emotionless person, whose only remaining 
proof that he was once was happy is the voice of this supposed woman, who 
he once kissed (“and really meant it"), when his life was seemingly more 
attractive than it is now. Thom also tells us that the hates the idea of sitting 


down to tell stories (“ start to talk shit") like older people often do; he'd 
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rather have his brain smashed. The lyrics of the song are quit personal, and 
express a desire not to loose excitement for life. The singer seems to tell us 
that life will be completely based on nostalgia at some point in the future, 
except for that remainder which will provide something close to satisfaction. 
themes like maturity and innocence are palpable. 

"A Reminder’ is a calm song, that doesn't change its dynamics or its ternary 
rhythm in the three minutes that it lasts. It begins as a slow fade-in of 
keyboards, guitars and drums that slowly replaces the aforementioned 
Metro recording. The song is in E major, but has some important chromatic 
movements, which provide the arguably unsteady feeling it has throughout. 
The progression in the verse is E-C-G-Gmaj7-E (I-VI-III-lImaj7-I). The half- 
step descension from G# to G when the harmony changes from E to C creates 
an unexpected sound, later developed when C moves to G. Something similar 
happens in the chorus (or bridge): the progression D-A-C-E (VII-IV-VI-I) 
first develops the home key by employing the leading tone and subdominant 
chords, but then the major mediant C appears again to add harmonic tension 
to the progression. The ending of this section is backed by B and Am, which 
use chromaticism to build up a tension that leaves Yorke's voice alone until 


the verse progression returns for one final repetition of the basic structure. 
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C. Greenwood= Bass 
E. O'Brien= Guitar 





P. Selway= Drums 








( MEETING IN THE AISLE 





The earliest Radiohead instrumental to be officially released appeared on 
the "Karma Police’ and ‘Lucky’ singles, as well as in both the “Airbag and 
“No Surprises” EP's. It was mostly developed by Ed, who later took his work 
to programmers Henry Binns and Sam Hardaker (responsible for the 
‘Climbing Up the Walls’ Zero 7 remix that also appears on the "Lucky" 
single). ‘It was a direction we hadn't really explored before’ explains Ed. 
And, sure enough, the band members themselves would soon turn to 
programming in their music. The song, which has never been played live 
until 2012, was used as an opening for the 1998 live shows (replacing 
"Fitter Happier’). Meeting In The Aisle" is based on an electronic beat, upon 
which various ambient sounds ‘float around’. The main melody of the song 
is based on a descending idea, and the tonic of the song could be identified 


as B, given that the bass never stops playing this note. 


09 LULL e 


Included in the "Karma Police” single. A B-side that the band had been 





working on for some time, “Lull” has never been performed live. At the 
time of the release, however, most fans thought it was the best non-studio 
album track Radiohead had ever released. The band has never 
commented on the track, and its lyrics are, thus, left completely open to 


interpretation. 


You stop the crowd 

| cried out to break the spell 
You wake and smile 

| just Snapped and lost control 


(Verse 1) 


Distracted by irrelevance 
The stress and the tension (x2) 


(Chorus) I'm ina lull 


There's nothing more dull 

Than talkin’, talkin’ ‘bout yourself 

(Verse 2) But what | meant to say 
I'm sorry that | lost control 


(Chorus) 


Similar to the lyrics in “A Reminder’, these words seem to be inspired by 
personal situations rather than political/social themes like those found in 


most of the band's music of the time. 


Since there are no interpretations from fans about this song's meaning, 
and the band has made no comment on it, my own perspective on the 
song's message will have to do. In this track, Yorke seems to be 
apologizing for suddenly losing control of his temper and character. In 
the chorus, he seems to blame this on the stress and tension, which 
probably come from touring given the chronological period in which the 
song was written. I think this a song that speaks of the moment you 
realize your anger made you do something regrettable and unnecessary; 
this moment is the ‘lull’ that comes after this very frustrating situation. 
The final verse seems to be the proof that the song is quite personal: 
Yorke realizes he is talking too much about himself, which he isn't 
comfortable with, and simply states the song's main message: ‘I'm sorry 
that I lost control’. 

“Lull” is an innocent and playful track that features xylophone playing. It 
is based on a guitar with tremolo and reverb that plays figures based on 
a simple harmonic progression. The latter, however, does include some 
trademark chromatic movement. It is written in G major, and the main 
guitar figure (played with a capo on the 5th fret) is an arpeggio that 


alternates between G, G7, G13 and Gmaj7 by changing the note in the 
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first string. The refrain in the verses moves briefly to F and C, still in. The 


chorus is based on C/B, Cmaj7, G/F# and G, which indicates that the main 
harmonic movement is based between the tonic and subdominant. After a 
presentation of both verse and chorus, the rest of the band joins in. The 
bass maintain G, the drums playing is based on cymbals, and a keyboard 
plays subtly in the right speaker. The melody in the song changes from a 
considerably high register in the verses to a lower one in the chorus. They 


are sung with homophonic overdubs. 


E. O'Brien= Guitar 


P. Selway= Drums 





© MELATONIN 





“Melatonin” appears in the “Airbag/How Am I Driving?" EP and on the 
“Paranoid Android’ single. It is often considered Radiohead's most disliked 
song by fans, and it is also one of the shortest in their catalog. It doesn't 


feature any guitars at all, and it is based on synths instead. 


Don't forget that you are our son 
Now go back to bed 


We just Know that you are ours 
You won't cry too hard 


Death to all who stand in your way 
Wave my arms you 


Despite having a seemingly innocent and lullaby-like character, the lyrics 
of the song have a very sinister tone: the song talks about how parents 
control children since a very young age. The song's title alludes to the 
substance they use in order to regulate his sleeping cycles. The song is 
probably supposed to be narrated as if the listener was the son, who has 
just woken up from bed in the middle of the night (probably because the 
melatonin hasn't work as planned). However, the most sinister line in 
the track is “death to all who stand in your way”, which might actually be 
a reference to how people are taught that they need to be better than 
everybody else in our society. Maybe, here Yorke is criticizing the 
constant comparisons between people that are made in our everyday 
lives. It is, of course, highly ironic that the song has such a dream-like 


character, resembling even a lullaby. This is perhaps a reflection of the 
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perception the kid has of his parents, even when they tell him these 


kinds of things. The track is based on two main synthesizer melodies, 
which create a counterpoint that forms a rather pleasant harmony. This 
cheerful mood also contrasts with the disturbing lyrics. Halfway through 
the song, a drum track joins in. It’s hard to identify the personnel in the 
song: while the synths are quite positively by Jonny, the drums might be 
an electronic beat designed on program. Thom Yorke has stated that he 


likes this track quite a lot. 








00) PALO ALTO 





Appears in the ‘No Surprises” single and on the Airbag/How Am I Driving” 
EP. Its original name was “OK Computer’, which was then used as the title for 
the album. The track was mostly recorded in the back of the band's tour bus 
(with electronic drums, since real drums werent available) Back in Abbey 
Road, in January 1997, Phil overdubbed the drums; this same session also 


resulted in the recording of the bass line of “The National Anthem’. 
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Palo Alto is the city of technology. Located in California, it is home to 


many large and important technological corporations (Like Xerox, for 


example). When the band played here while on tour, in 1996, they were 


given a tour of the city and, therefore, were introduced to many people 


working in some of these seemingly important institutions. The lyrics 


literally refer to these meetings: 


(Verse 1) 


(Verse 2) 


(Chorus) 


(Verse 3) 


In a city of the future 

It is difficult to concentrate 
Meet the boss, meet the wife 
Everybody's happy 
Everyone is made for life 


In a city of the future 

It is difficult to find a space 
I’m too busy to see you 
You're too busy to wait 


But I’m okay, how are you? 

Thanks for asking, thanks for asking 
But I’m okay, how are you? 

| hope you're okay too 


Everyone one of those days 

When the sky's California blue 

With a beautiful bombshell 

| throw myself into my work 

I'm too lazy, I've been kidding myself for so long 
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Like in “Electioneering’, here the band is also meeting new people in 


large quantities. However, Yorke seems to paint a rather happy picture 
of these people: they live happily, in family, and constantly working on 
economical and technological advancements. Life in the city seems to 
be perfect. However, there is a major problem, since the citizens don't 
communicate beyond a superficial level. The chorus demonstrates this 
very clearly: all the words spoken are not much more than mere small 
talk, required for social reasons. There is no real communication, and 
people in Palo Alto live absorbed in their work; they dont think about 
anything else, and it even keeps them from being able to wait on 
someone. 'I throw myself into my work’ is, I think, the line that most 
clearly describes the feeling of the song. 

Some people are amazed that “Palo Alto” wasn't included in “OK 
Computer’, since it illustrates some of the album's main themes quite 
clearly: the supposed technological advancements in modern life 
actually end up creating a meaningless existence, which is reinforced 
when we analyze how we are living our daily lives: working non-stop 


and slowly loosing our human nature. 


Sor 


The track mixes the technological devices employed in a lot of the 
songs of the time (highly distorted guitars, with various pedal effects, 
vocal overdubs) with some of the most straightforward ‘Rock’ 
sounding sections the band recorded during this time. In fact, the song 
opens with a demonstration of this very guitar effects. A muted guitar 
soon starts the song; it plays D/A (I) while Yorke begins to sing the 
melody. The chorus, which features a ‘Rock’ character, is based on 
major chords A, G and D (V-IV-I). The guitars play these last two 
chords with insinuated bendings that create a Sus4 chord sound. The 
third and final section of the song is instrumental, and features a 
chromatic riff/solo by Jonny while the harmony changes from tonic D 
to a tense E (I-II), which is then substituted with muted strumming. 
The general ambience of the song is of technological chaos (quite 
fitting given the song's themes) since there are highly manipulated 


guitars during most of the song. "Palo Alto” ends with a dying finale. 


C. Greenwood= Bass 
E. O'Brien= Guitar 
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P. Selway= Drums 
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Background: 





As we mentioned before, the overwhelmingly positive reception of "OK 
Computer’ made the band feel rather uncomfortable. The intense media 
coverage the band was subsequently submitted to, combined with the 
pains of world touring, resulted in an alienation that left Radiohead very 
tired, both physically and mentally. As O'Brien said: "At the end of "OK 
Computer we were playing big, big arenas and it wasn't right. You can 
do those things occasionally but at the time it didnt feel right”. The 
singer added later on: "I always used to use music as a way of moving on 
and dealing with things, and I sort of felt like that the thing that helped 
me deal with things had been sold to the highest bidder and I was simply 
Key batcmincmoycelebbetcmmaueroms MocelbuCovememot-)eCelC-muet- lem Melo uct ime) mmelomel-DeKem ncn: 
left with very similar feelings, but Thom was probably the one who has 
left most affected by the situation: after the tour was over, Yorke 
reportedly went through a mental breakdown and suffered from 
writer's block. The new generation of rock bands also became a 


problem: Imitations of Radiohead made the band feel like they had to 


move away from what is known as ‘guitar music, or ‘Rock’. 








We felt we had to change everything. There were other guitar bands out 
there trying to do similar things. We had to move on." (Colin). With this 
alienated and confused feeling, the band started the recording sessions of 
the album. It took them tree years to release a follow up to "OK 


Computer. 





Recording: 

During the recording sessions, Radiohead recorded two albums: ‘Kid A’ 
and its follow up, “Amnesiac’. The sessions started in January 1999, in the 
Guillaume Tell studios in Paris, where the band worked with Nigel 
CLoreb a Col ohannolcyucmctow ole mel (or-bame(cr-(eNbelcmcoyemmelcm-llolescom-lmmuelomuscolormat-(enle)etcrve| 
decided to experiment even more than in their last album. This idea, 
mostly pushed forward by Yorke, was met with mixed feelings from the 
band: both Greenwood brothers felt uneasy about the new musical 
direction, and Nigel Godrich ‘didn't understand why, if we had such a 
strength in one thing, we would want to do something else. But at the 
same time he trusted me to have an idea of what I wanted.” (Yorke). 


Godrich characterized the decision to search for a new musical direction 


as "bloody difficult’. Ed O'Brien was also particularly confused about this 








approach, given that he wanted to return to writing to “nice-sounding 
guitars and do something really snappy . The band now also had to 
suddenly accept that not each one of its members might appear in every 
track. "It's scary. Everyone feels insecure. I'm a guitarist and suddenly 
it's like, well, there are no guitars on this track, or no drums.’ (O'Brien). 
In March, the band changed location to Medley Studios in Copenhagen. 
They stayed there for two weeks, a period of time where they produced 
some recorded ideas, but there were still no finished tracks. In April, the 
Joe V aXe mel ok-vobexare ms Coler-Laceyomeovelcmoeleyucmabentcrm-beleml-anu(c(emeopemes(olelerrcinsyajevba mm pe| 
the South West of England. During this time, the generally confused and 
out of focus character of the recording made the band feel highly 
nervous, and they agreed on disbanding if the result of the sessions 
wasn't met with their own satisfaction. Reportedly, there was a lot of 
arguing in the session. Ed's online diary, where he wrote the progress of 
the recording sessions, started in July; it remains a very valuable 
resource when it comes to studying Kid A. The fourth and final 


recording location of the album was back in Oxford, England, where the 


band returned to in the summer of 1999. By the end of the year, six 








tracks were already completed. Early 2000 was the last period of the 
album's recording. In January 2000, Godrich suggested that the band 
should split into two different groups: one was to create an idea based 
on a sequence or rhythm, and the other group was supposed to develop 
it later. However, no songs were finished through this original idea. 
Finally, on 19 April 2000, Thom Yorke wrote on Radiohead's website: 
“Yesterday we finished recording. I am free and happy and now I'm 
going for a walk in the park’. 20 songs were ready to be released. They 
were considered to be released as a double album, or as a Series of EP's. 
However, the band couldn't agree on an adequate track listing; 
moreover, they felt it was too much material and listeners would skip 
tracks. 


The album was mastered by Chris Blair at Abbey Road Studios, London. 





Artwork/PacKaging 
Stanley Donwood and Yorke created the artwork of the album inspired 
by themes like climate change, terrorism, looming danger and war. The 


singer claims that they were both obsessed with the Washington D.C. 


environmental institution WorldWatch during the creation of the images 








for the album. This is why the images in the album are filled with 
mountains and an icecap melting. The album cover, on the other hand, 
was directly inspired by a photograph taken during the Kosovo war. 
Donwood comments: "[the photograph] was of a square metre of snow 
and it was full of the detritus of war, all military stuff and fag stains. | 
was upset by it in a way war had never upset me before. It felt like it was 
happening in my street. This inspiration resulted in a painting done 
with knifes and sticks, which was later photographed and manipulated 
in the image editing computer program Photoshop. The red swimming 
pool that appears in booklet and disc was inspired by the 1988 graphic 
novel Brought To Light’, written by Alan Moore and Bil Sienkiewicz. In 


it, the number of people who have been killed by terrorism is calculated 


through swimming pools filled with blood. 








Reception: 





"Kid A’, like “OK Computer’, has gone on to become one of 
Radiohead's most widely acclaimed albums. At the time of its release, 
LRSM =>.¢ Ole) wb eeKsvelechmlovem-DeKommolomiecelel-somenet-Velexome) moolersycer-)melet-lu-lens muel= 
band underwent were received with confusion: the general idea was 
that you either loved or hated the new album. Some, on the other 
hand, just claimed that it was a very hard album to ‘get. Jonny: “Most 
people who approach us Say that they love the album, but are 
surprised to find out that other people are enjoying it as well’. In the 
years following its release, ‘Kid A” slowly started to acquire the 
aforementioned highly positive critical status. The influence of the 
album in latter musicians was enormous. If there was any doubt that 
Radiohead was one of the most important Rock bands of its time 
(maybe even the most important), then after the release of this album 
it became clear they were more than a Rock band. It's very 
interesting that apart from critical success, Kid A’ reached the top of 
iM eLomelot-Duncw Nem oleldemnelsmOl @-veleMOrm Guel-melacimuboelsmuoblometcle)el-veccremce)muel= 


band in this country). The singer was surprised by the commercial 


success of the experimental and unfriendly album. He told MTV 








“I cannot get my head around the fact that it's number one in America 
at all. It just doesn't mean anything. It’s just la-la.” This is remarkable, 
not only for the experimental (and non-commercial) material in the 
album, but also because Radiohead refused to release neither singles 
nor music videos to promote their new work; interviews, marketing 
and photo-shoots were also drastically reduced. They considered the 
album as a whole work, which made choosing a single impossible. 
Thus, the song's promotion was through the Internet. . In fact, “Kid A“ 
is commonly considered the first album to reach its huge commercial 
peak thanks to the Internet. The band broadcasted online what 
became known as ‘blips’, short films set to the music in the album. 
Napster leaked the album's tracks three weeks before its official 
release, and they were soon available for online download worldwide. 
Radiohead also embarked on a brief tour, which reached Europe and 
North America. The band played in small venues, built especially for 
the occasion. In the shows there was no corporate sponsoring or 
logos. This brief tour, which contrasts greatly with the long worldwide 


tour made to promote "OK Computer’, was a source of relief for the 
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REVIEWER RATING 


80/100 


AllMusic 5/5 
Entertainment Weekl B+ 


Pitchfork 10/10 


Rolling Stone 4/5 


9/10 


The Village Voice A 
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Radiohead around the time that "Kid A" was released 








Music: 





"Kid A” contrasts directly with every Radiohead album before it, 
mainly because its main musical character is based on Electronic 
music instead of Rock: the basic instruments, guitars, were changed 
for synthesizers. ‘It was necessary to go away and glue back the 
pieces. In a way in order to survive we had to stop being answerable’ 
(Thom). “Obviously, it was a very conscious decision not to go down 
the same route we'd travelled before. In retrospect I don't think "OK 
Computer’ sounded that much different to "The Bends” but this one 
does - it's a lot more textural and unlike anything we ve done before’ 
(O'Brien). As we have said before, the recording sessions were at first 
very hard, because suddenly taking a new musical direction took 
some band members my surprise. The experimentation that appears 
in "OK Computer’ already foreshadowed the general musical attitude 
of the band. The music that Thom was mainly listening to in this 
period were electronic artists signed to the record label Warp, like 
Aphex Twin and Autechre. . Yorke also changed his main composition 


instrument, the guitar, for a Yamaha grand piano, where he composed 


some of his first songs after suffering from writer's block (“Everything 








In Its Right Place’, “Pyramid Song"). The wide array of instruments 
used in the preceding album was equaled and even enlarged in “Kid A’: 
songs were based on drum machine rhythms, modular synthesizers 
and Pro Tools software; Jonny introduced the ondes Martenot, an 
instrument similar to the Theremin, which he still uses to this day. (He 
first heard this instrument when he was 15, in a piece written by 
Olivier Messiaen) O'Brien stated that he hoped the album would be 
filled with melodic guitar songs, but Yorke stated “There was no 
chance of the album sounding like that. I'd completely had it with 
melody. I just wanted rhythm. All melodies to me were pure 
embarrassment." This is why the vocals in the album are often 
undistinguishable from a machine: Yorke envisioned his voice as just 
another instrument. 

While electronic musicians were the main inspiration for the album's 
sound, the influence of other artists has also been acknowledged: older 
favorites like Bjork or Talking Heads, Jazz musicians like Charles 


Mingus, Alice Coltrane and Miles Davis, Krautrock acts like Can, Faust 


and Neu!, modern composers like Penderecki, Messiaen or Paul 








Lanksy and Hip-Hop acts like Blackalicious and DJ Krush were also 
bony exe) aevolembemmetcmelcarcci(ovopectssehmme) muelcm-llelbeee 

A Wotem biau Ker.) mel ok-Ve-lelncsameyennetcw-llolebecmer-Vomol-mcabdeeboelsrembyomuebaelorcdeur| 
comment made by O Brien: ‘The vocal parts are really interesting 
because it's the first album that we - as a band - haven't been aware of 
what Thom’s singing about. He didnt talk about his lyrics’. Just like he 
had gotten tired of vocal melodies and guitars, Yorke also ignored the 
typical method of composing lyrics: many of the words in the album 
Ved Wom srod 10) UES} ol sxe -DAR=) em Olonmmbercmaer-seombom-met-lm-Doleme-! ebelcmuelcsoomolene 
randomly, like “[creating| an artwork out of a lot of different little 
things. He employed the literary technique known as Cut-Up, where 
a text is reorganized after being disordered. This technique was 
popularized by American author William S. Burroughs. 

“Kid A’ is generally considered more drastic and experimental than its 
sister album, Amnesiac . 


It has been labeled as many genres: Minimalist, Post-Rock, Electronica, 


Experimental Rock, Art Rock and Ambient. 








Is "Kid A“ a concept album? 





Similarly to the situation of "OK Computer’, “Kid A" has also been called 
eo) oKeoy o)em-Dlolepeebmavelerm-lex-Ubormuelomol-DolemepoUhimerovecveot-solacmuet-lumuelcm-llonepen 
should be seen as a whole, cohesive work. ‘We hope the album is a piece 
a work that works from beginning to end, reflects the music we were 
listening to, and how we were working together during the recording 
process. (Colin). 

But they refuse to comment on the possibility of a story existing behind 
its conception. Thom has commented, though, that the album is about 
‘the generation that will inherit the earth when we ve wiped evrything 
(sic) out", and that it employs “a lot of apocalyptic imagery. I couldn't 
get rid of it, so I put it on the album’. The album’s liner notes include 
these lines: "He'll take the money from under your nose. He'll tell you all 
you want to hear. He paints himself reflective white to reflect the blast 
when it comes. He will take your children and he'll break your homes. 
He will tell you how hard he is trying, but we re all in the market now. 


He says he wants to be our friend. He says he's always been on our side. 


Tough choices with difficult decisions that you really wouldn't 








understand. He will tell you how hard he is trying, but we re all in the 
market now. He says he wants to be our friend. He says he's always 
been on our side. Tough choices with difficult decisions that you 
really wouldn't understand”. This message appears close to a 
caricaturesque depiction of Prime Minister Tony Blair. 

Thus, it is quite possible that the album also has a strong political 
meaning. 

It could be argued that given the song's conception, an underlying 
narrative isn't logical. But, some people maintain that if the randomly 
selected words didn't fit in some way with some kind of thematic, 
they wouldn't have stayed as lyrics. Bearing all of this in mind, “Kid A’ 
is most often interpreted as the story of the first human clone. Thom 
himself said:"|...] the idea that, somewhere, some errant scientist has 
already created the first completely genetically cloned baby - Kid 

A. I'm sure it has happened. Im sure somewhere it has already been 
done, even though its illegal now. Though this explains the title 


track, it doesn't explain the rest of the album. 


I will proceed to quickly summarize this theory. 








ems) oKe)bUCeM oom ololucromnst-lmmnobicmopar-)m-ler-Ihayime) mnelcm hse locmeemuelcm-llolevee| 
are concerned only with the idea of an underlying storyline to the 
whole work. Other interpretations of the lyrics will be discussed 


later. 


“Everything In Its Right Place” introduces the world in which the first 
human clone, Kid A’, is born into: everything is tightly calculated and 
thought about; everything and everyone belongs to a certain and 
specific place in society. However, something seems wrong (leaves a 
sour feeling, like from tasting lemon), because you only see things in 
two colors. A major theme is also the lack of communication. This Kid 
A character might also refer to the stereotypical human being: in its 
jahed ohom 0) E-Leccwmololcreeccsehmr-belemont-bevg ele t-lucre lm wtcmolel-rmriser-lamolcm mune) (enm-bele! 
follows people wherever THEY decide he has to go. "The National 
Anthem’ is a representation of the society which lives under the rules 
of “Everything In Its Right Place’: everybody lives unhappily, trying to 
hold on and ignore their problems. “How To Disappear Completely ™ 


talks about being an individual and leaving all of these social rules 


and expectations behind. 








This song has also been interpreted as the description of the feelings 
the first human clone has after discovering how this world is: this 
track actually refers to suicide. He also becomes aware that he is 
very different to everybody else, and this makes him feel lonely and 
alienated, which also adds to his suicidal feelings. "Treefingers” is the 
sudden realization that people are different, and that there is no way 
that will ever change, at least not in the present. “Optimistic’, on the 
other hand, represents the people who live life fully aware that 
something is wrong, but simply decide to ignore it, because it 
doesn't affect them directly. “In Limbo’ describes people who create 
their own little personal world, where they spend much time alone. 
‘Idioteque’ is an allusion, both in music and name, to the huge 
oLUEc Dol aualcrome) mp ol-10) 0) (mu et-lur-bacmo) u-Dbehniclvolcrem onimmelomexonUcomenentcvelmpolne 
acting and behaving in a certain way (idiots'). The last song on the 
album refers to the ways in which people are led to live life ina 
controlled and manipulated way, even after realizing that things 


aren t as pretty as they seem. In the human clone theory, the kid 


does finally commit suicide. 























After a few sentences, it becomes obvious that the theory of the album 
being about the first human clone falls short. However, the 
political/social interpretation of the work does seem logical: maybe 
the main statement in the album is that modern society lives enslaved 
by its government, and, though well aware if it, we refuse to do 
anything about it. 

"Kid A“ is, by far, the most cryptic of all of Radiohead's albums, and the 
one that has created the most differing interpretations. The only ‘truth’ 
that we might ever be completely sure regarding “Kid A’ is that it is 


controversial and completely ambiguous. 
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GD EVERYTHING IN ITS RIGHT 
PLACE 


The first song on the album clearly establishes the overall mood of 








“Kid A” in just the first seconds of its first bars. From the first notes, it 
becomes obvious that this album is different to anything the band had 
ever recorded before. 

Originally written on a new grand piano located in Yorke's Cornwall 
home, “Everything In Its Right Place" was the first song he ever 
completed on the instrument; it was the first song written for the album, 
completed after suffering from writer's block. Thom took the song to 
Nigel Godrich, but the latter wasn't satisfied with how it sounded when 
played on the piano. Thus, he convinced Yorke to play it ona 
synthesizer, which the producer then manipulated through the software 
program Pro Tools. Yorke: Im sucha shit piano player. | remember this 
Tom Waits quote from years ago, that what keeps him going as a 
songwriter is his complete ignorance of the instruments he's using. So 


everything's a novelty. That's one of the reasons I wanted to get into 


computers and synths, because I didn't understand how the fuck they 








computers and synths, because | didn't understand how the fuck they 
worked. I had no idea what ADSR meant.” Once the song was played ona 
keyboard instead of a piano, the sound and overall character of the 
album became considerably clearer. As Jonny states: I think the song 
‘Everything In Its Right Place’ was important, because unlike with OK 
Computer, our last record, we were happy to leave parts of it empty. I 
think in the past we've been too scared to leave sounds exposed or to 
have too much space around them. And weve been guilty of layering on 
top of what's a very good song or avery good sound, and hiding it, 
camouflaging it in case it’s not good enough. And “Everything In Its Right 
Place’ was one of the very first songs that we actually realized it's great, 
even if it’s so sparse. So that was a very important song. And it also 
dictated how we sequenced the record, because we knew it had to be 
the first song, and everything just followed after it." 

Thom, who has declared he really, really loves the track, wanted to 
release it as a single. That this never happened is something he regrets. 
SWotem-yiadtcluloyemnot-leeubacrelshrabelsjoy0ucremuelomereyolecyolu (oye mes mnetomreyelomnele) q@olrva> 


after a show in England, in November 1997. After months of touring, the 


singer was physically and psycologically burn out. Once the show ended, 








he realized that he had hit rock bottom; the pressure and the media 
attention had left him deeply disturbed. "I came off at the end of that 
show, sat in the dressing room and couldnt speak. I actually couldn't 
speak. People were saying, You all right?’ I knew people were speaking 
to me. But I couldn't hear them. And | couldn't talk. I'd just so had 
enough. Even though we can see some connection to touring in the 
lyrics of “Everything In Its Right Place’ are, the songs in this album are 
very cryptic and unclear in neither meaning nor inspiration, and this 


track is one of the quintessential examples of this: 


CS rterattsy) Everything (x4) 

In its right place (x3) 

(Verse 1) Yesterday I woke up sucking a lemon (x4) 

(Chorus) 

(Verse 2/ There are two colors in my head (x2) 

| What, what is that you tried to say? (x2) 

Bridge) Tried to say (x4) 
(Outro) 


Everything in its right place 








“I think there's a lot of not really trusting anybody in being lost. I didn't 
trust people at all, not even the people closest to me for ages and ages, 
and that means you really have nothing to hold onto. “Everything In Its 
nee Letom ed (eer toe Loloelemsot-lem Colom ucmumsbelcm com elmmeelKomnolcmalcdetome)t-lecm-bele! 
the right box so you can connect’. 

“Yesterday I woke up sucking on a lemon’ refers to the feeling Yorke 
had during the tour of "OK Computer”. The media attention, 

jo) oXo) mors) oLoLe) mopar os Lu Ker-) ur-Locele-Dbecm-belemceleletcyomuracelrcnyo)ucr-lemucevulennalels 
attention left him with a sour feeling: "That's the face I had for three 
years. But, apart from this, Thom has never explained the rest of the 
song's lyrics. What is the ‘everything ? What is its ‘place’? Even more, 
ATAVA 0-1 on Fume 2d ol eran Moco) 001 om OL =10) 0) (ru oD Kom lowr- MecopecDeaKcsolemeyemmmolcmol-veKomol-sveromne 
the right musical track; to others, it refers to the aforementioned 
cloned alien theory: born with all body parts in its right place, with a 
sour face from crying, with simple moral views ("two colors") and with 
a sense of what is going on around him (“What Is that you tried to 
say?’ ). To others, it is a phrase that alludes to the exact position each 


little thing has in the universe, and to how these exact positions make 


living possible. People have also interpreted the song as talking about 








the feeling a person gets when he/she wakes up from a bad dream. 
Mental illness, like Schizophrenia or Manic depression have also been 
linked to some of the song's imagery. The problem of communication 
can also be inferred in from the line "What was that you tried to say?, a 
sentence that might also allude to the feeling Yorke had after the show 
which left him deep emotional scars. We have mentioned before that 
he could not hear people speaking after he hit rock bottom. Finally, the 
song might allude to the constant human need to have everything 
controlled and tightly structured, which actually isn't far from the 
‘clone theory ', where this track describes the society ‘Kid A’ is born 
into. 

In this first analysis, we have seen various (and considerably varied) 
interpretations of the song. And, though themes like alienation, 
LOLC CsA MARCO OVCORODONLer-LaLevom-VeKemect-Kromoroyolnae)m-Dacwmlelsvelubetcle)(cmeemeckeimeye 
these, the overall meaning of the song is left as quite mystery. 


The whole album will leave us with similarly unresolved and 


unanswered questions. 








The music in “Everything In Its Right Place” stands out early on fora 
number of reasons: it has an uncommon and ambiguous chord 
progression, it is written in an unusual 10/4 (or 4/4 + 6/4) time 
Signature (the chords are played syncopated) and only three band 
members contributed to its recording: Thom plays keyboards and sings, 
Koveveimedccatecvuavascot-beveeleutctncrmuelsmrco)(orome) muelcmcpuelexosmr-vele ms sev mA UslOM nels 
present when Godrich and Yorke rearranged the song away from its 
piano version) supposedly adds the drum machine beat. We could argue 
that the latter wasn't done by the drummer, since any of the other three 
musicians involved in the song could easily have recorded the basic 
rhythm of the song: the beat just plays quarter-notes during the whole 
song. When played live, however, O'Brien adds to the ambience through 
joXexe k= =) 0 rel Hyun OVO) 000M 0) E-hrscere Mol- Kiowa shad obeol or-KicremepomaeXcmuopebcecme) mu slomelslepue 
progression and Selway imitates the minimalist beat of the original in 
his acoustic drum set (and adds shaken percussion and a single snare hit 
at the end of the song). Although the studio recording has a four-minute 
duration, the song often reaches the six-minute mark when performed 


live. Even though the texture, dynamic and rhythm of the song is essential 


to its overall character and mood, its harmony is probably its most 








distinguishable feature: the harmony in the song moves very 
ambiguously, and the chord progression used is not at all common. 

The key of the song, like in previous compositions ("Paranoid Android’, 
“Karma Police”), is hard to determine: a constant modulation between C 
and F has been suggested. F minor, however, has been identified as the 
home key. This is particularly interesting, given that the chord is never 
OE WccxeeLbNwbetomnelomnu ele) (ome etee 

But first, lets look at the harmony. The chord progression of the 
introduction, which appears repeatedly through the song, is C-Db-Eb. 
When the vocals come in, it becomes F-C-Db-Eb. The verse ("yesterday | 
woke up... ) is backed by Db-C-Eb. 

The introduction, in which a C-pedal is maintained, could be seen as C 


phrygian. 
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The introduction of "Everything In Its Right Place’. Note the descending idea that 
begins the track and the C-Pedal throughout. 








However, the tonality of the track becomes hard to determine from the 
very first descending idea, which suggests three possible options: C 
major, because of C and G (tonic and dominant, respectively), or C 
minor, proposed by Ab. It is interesting to note that the descending 
melody plays all the notes of a Fm chord (with an added 9th), which 
has also been suggested to be the Key of the song. When the vocals 
come in, the harmony changes, and the change from F to its dominant, 
C, creates a Seemingly unstable sound, which is immediately dissipated 
when the chromaticism of Db and Eb follows. In this new light, it 
becomes easier to say that the song is written in F minor, and moves 
according to chromatic scale-degree options. If we consider the song to 
be written in F minor, the progression would move like this: V-VIb- 
VIIb (Intro/chorus), I-V-VIb-VIIb (Chorus) and VIb-V-VIIb (Verse). 
However, tonal ambiguity remains an important element of the song 
throughout. The dissonance created through the use of uncommon and 
unclear harmonic movements during the song gives the track much (if 
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The melody also serves this purpose closely: 








Sung through 
heavily 
Eve-ry - thing, manipulated vocals 





Although we have seen that the chords move with tonal uncertainty, 
which creates a tense and eerie mood, the very first bars of the vocal 
melody briefly relieves the ambience by alternating between F and C; 
the first is maintained as the chord progression reaches Eb. A major- 
ninth dissonance is created between this chord and the vocal F. The 
pleasant change from F to C is suddenly replaced by this tension, itself 


prolonged once the next vocal melody (and phrase) enters the song. 


in its right place, 





The new melody, now sung over the same harmony minus the F, sings the 
tonics of the progression, and then stays on C. Therefore, the maintained 
note now descends a perfect fifth. The relief of the F-C progression is now 
replaced by a tense and unsteady mood, just like the one originally 


established in the song's introduction. The song's chorus is a combination 


of these two progressions and melodies. 








The verses present a monotonous melody, which makes the electronic 
voice sound even more robotic. Dehumanization is often considered 
another important theme in the song, so this perception is fitting. 
Based ona 


succession of 
C's 





“Everything In Its Right Place’ is introduced by the keyboard (often 
considered to be a Fender Rhodes, but most probably a Crumar DP-80 
synthesizer), which is then joined by the steady and metronomic drum 
rhythm. Jonny's work through the song consists on sampling Yorke's 
voice through Software; it is essential to the eerie ambient and digital 
character of the song given that the singer's voice repeats phrases 
unintelligibly. In the very first bars of the song, Yorke reportedly says 
‘Kid A’; this is one of the reasons people have interpreted this name to 
be more beyond just a song and album title. The song reaches its climax 
with the line "What was that you tried to say? , where the ambience and 
electronic effects gets specially overwhelming. After this, the keyboard 


is left alone for a few bars before being joined again by the ambient 


effects, which are now calmer. The track ends in a fade-out. 








Overall, “Everything In Its Right Place” works magnificently as an album 
opener, given that it establishes the new musical personality of the band 
quite clearly; it also works because it Keeps the listener interested. 


The track is performed on almost every live show. 











‘Kid A’ has at least two known meanings for Thom Yorke: the first human 
clone ( [...] somewhere, some errant scientist has already created the first 
completely genetically cloned baby - Kid A.Im sure its happened. I'm sure 
somewhere it s already been done, even though it's illegal now."), anda 
musical idea he recorded on a sequence early in the recording sessions for 


the album. The song was eventually developed from this first idea; it was 


finished by late 1999. But as far as cloning theories and concept albums 








go, Yorke has declared that the phrase was chosen as an album title 
beacuse it is meaningless: "If you call [an album] something specific, it 
drives the record in a certain way . Famously, the vocal melody was 
created by Jonny, and the song has no real singing in it: Yorke couldnt 
Loy m barca ouvoorsissUmmOmcycvomuelom Kram Cocmolcmer-lemolellccromellime) arm ot-lum-levembelsin-r\er 
the melody was created through Jonny's ondes Martenot (connected to 
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words. In the same interview that the talked about this, Yorke also 
gives some insight into the songwriting process of, not only this song, 
but the album as a whole: "[...| And then there was quite a lot of not 
really what you call songwriting in the sense of sitting in a room with 
an acoustic guitar and plucking at your heartstrings. It was much more 
about editing, getting a bunch of stuff together, throwing a bunch of 
stuff onto a computer, onto the tape machine and making it coherent 
afterwards, like you d edit a film or something. But actually 
fundamentally what you re ending up with is still songs." 

The lyrics of the song are also some of the most intriguing and 


enigmatic Radiohead has ever recorded: there doesn t seem to be any 


logical connection between the words. However, the listener does have 

























one important clue: ‘the lyrics are absolutely brutal and horrible and | 
wouldnt be able to sing them straight. But taking them and having 
them vocodered ... so that I wasn't even responsible for the melody... 
that was great, it felt like you’re not answerable to the thing. " Here, 
Yorke is telling us that the meaning of the song is so horrible and, quite 
probably, so violent, that he had trouble putting a melody to it. 
However, Yorke's comments (just like his lyrics) shouldn't be taken too 


literally. 


I slip away 
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We've got heads on sticks 
You've got ventriloquists (x2) 


Standing in the shadows at the end of my bed (x4) 


Bi al=ma-|esmr-]alemeiali (ela =lamne)i(e))\maat-me)elmme)mueli ame. ee) 
Come on kids 


ice seems to be ‘Youve 


se lyrics, like wih 
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be important to the song's meaning. For example, the first line refers 
to the development of life events since childhood: everything starts 
moving forward, taking as a starting point a white’ lie. It has also 
been suggested that it is important to note that each person was tolda 
different lie, and that is why lives develop on different paths. The 
aforementioned ‘violent’ lyrics are linked to a revolution, which would 
see the ruling classes executed by putting their heads on sticks 
(arguably reminiscent of the lyrics in “Paranoid Android). tronically, 
the next line seems to refer to these very political classes, who are 
compared to ventriloquist for the way in which they control people 
like puppets. "Standing in the shadows at the edge of my bed’ has 
been suggested as a reference to the inactivity caused by depression, 
or to a drug-induced Paranoia. The final lines in the song seem to be a 
clear reference to ‘The Pied Piper Of Hamelin", which tells the story of 
a man whose flute-playing causes rats and children to literally follow 
him where he goes. The use of this story has been linked to the line 
loXepbotcar-Vomr-U0(arex0) myareo) oLer=) wavbarcmmetcmonkelel-ymomoolcreutcm-Deremelehwalmlcrters 


people to behave in a certain way. Come on kids’ might be Yorke 


himself speaking to the youth; the singer himself is now going to lead 








the children. Or maybe, the last line is a reference to the previous line: it's 


the media itself talking directly to the youngest members of society. 


“Kid A” is often considered one of the most challenging songs in the whole 
album, which is saying quite something. There are two main reasons for 
this: its ambient/electronic nature and the lack of a clearly 
distinguishable melody (which is one of the musical elements that most 
frequently creates a lasting impression on listeners). The song begins 
with digital sound effects; the subtle and atmospheric personality of the 


song is already present in the first few seconds. A calm keyboard melody 


enters: 





The idea introduces the key of the song, F major. However, it also presents some 
important ambiguous harmonic movements: the home key isn't established 
clearly, since the melody constantly jumps’ up and down in the scale degrees. 


The melody uses what is known as root voicing: it plays triads or tetrads, 


but in a reduced version (minus the dominant or mediant). This normally 


creates a dissonant sound, but since the instruments timbre is so ethereal, 


this tense character is hard to notice. 
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Bb no3 5/#11 (Bb major with the mediant half a tone up) 
| Deo ED eck- love iishacmolomecr-retcvela 

F (with no dominant) 

Dm (with no dominant) 

D no3 5/7 (Dmaj7 with no mediant) 

Cno3 maj7 (Cmaj7 with neither mediant nor dominant) 
Dm6 (with no tonic) 


Dm (second inversion) 


so ee SN ee NS 


E5 (Em minus the dominant) 
F no3 Maj7 (Fmaj7 with neither mediant nor dominant) 
Em (second inversion) 


PE Rp 
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Dm (second inversion, minus the dominant) 
F no3 Maj7 (Fmaj7 with neither mediant nor dominant) 
C5 (second inversion, no mediant) 


pp 
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E5 (Em with no dominant) 


bd 
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D5 (second inversion, no dominant) 


We can see that, apart from root voicing, the song also presents an 
important use of inversions. We should also note the chromatic movement 


between Bb and B in the melody, which goes unnoticed since the idea 


makes each individual note hard to distinguish. 








After being played two times, a new musical idea enters the song. Another riff 
enters the song; in the studio it was probably created through a synthesizer, 


but live, itis performed by both O'Brien and Colin Greenwood with their 


usual instruments. 
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Played with echo effects, this riff has been described as ‘marimba-like.. It is based 
on a progression that follows A-Bb-D-C-Bb, with parallel sixths on top (except for D, 
where there is no higher parallel note). Although the notes that form F major 
appear in the riff, the tonality isn't reinforced. 


Along with this idea, the song also introduces an electronic beat that 
alternates between quarter and eight notes. On top of this, the vocal melody 


enters, and a three-voice counterpoint is created. 





slipped on lit - tle  white— lie. 


The vocals perform a simple and subtle melody, which contrasts with the other 
elements in the section. Its first line reaches G. Its second line is more 
monotonous and (redundantly) robotic; it reaches C, the note that started the 
melody in the first place. The F tonality still hasn't been completely reinforced. 








The first verse consists of just two lines. Afterwards, the song introduces 
the chorus; however, the marimba-sounding instrument presents it 
alone. After playing Bb (with G as its upper parallel sixth), the F major 
tonality is finally reinforced once the harmony stays in this key for more 
than a bar. The maintained ‘suspense (or better yet, harmonic tension) 
created in the song so far finally dissipates. A new instrument is also 
heard in this section: it plays G in eight notes, and ascends a full step to A, 
once the harmony changes back to Gm/Bb. Consequently, the harmony 
in the chorus IS based on the home key, but is also provided with a sense 
of movement. 

The second verse (‘we ve got heads on sticks") introduces a drum beat 
(most likely manipulated acoustic drums, since you can hear Selway 
counting time by hitting the drumsticks when he takes a pause from 
playing), which play a tangled rhythm that never accentuates the 
typically highlighted bars. The aggressive drumbeat actually differs 
considerably from the rest of the instruments, which play soothingly and 


in a calm fashion. 


The second verse also presents a new vocal melody: 








The new verse melody 
remains calm; itis also 
still on a low register. 
Accordingly, both verses 
present a melody that is 
based on the dominant 
of the home key, C. 


quists. —— 





The second chorus, now performed by the whole ensemble, presents two 


new characteristics: a new vocal melody and bass guitar. 


Stand - ing—— in the _ sha-dows, end 





Now that F major has been assured as home key, the vocals sing its tonic, 
after which they ascend to dominant C. The next time the phrase is sung, 
it will be an octave higher. After being repeated 4 times, the vocals 
maintain C, and the song moves to a bridge. The rest of the 
instrumentation leaves the bass, drums and basic beat alone. The three- 
note bass line revolves around A (mediant of the tonic); however, in this 


sudden instrumental bridge, it serves 
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to build-up tension. 


Eventually, the bass stops and leaves the drums and beat by themselves; 


suddenly, only the basic quarter-note beat is heard. 


























From the silence, a C13sus4 chord appears. Created through synthesizer 
strings, it goes in crescendo. A few bars later, the whole ensemble has 
reappeared and Yorke recites the last line of of the song in very similar 
character to the melodies in the verses (there are variations between 
the melodies of the last line). The song's outro resembles an ambient 
piece more than any other section in the song (except for, maybe, the 
introduction). This is because the song maintains dominant C; since we 
know that the song is in F major, the track keeps us waiting for a perfect 
cadence resolve that never happens: "Kid A” ends as ambiguously as it 
started, with sound effects ‘floating around’ and robotic wails. 

Though this track is very hard to perform live due to its full reliance on 
digital elements, Radiohead has performed the track live on various 
occasions. Yorke sometimes sings naturally, and others he puts his voice 


through heavy effects. 

















J. Greenwood= Keyboards, ondes Martenot 
C. Greenwood= Bass 

E. O'Brien= Guitar 

P. Selway= Drums 














oD THE NATIONAL ANTHEM 





Placed after the paranoid electronica of “Everything In Its Right Place” 
and the calm ambient mood of "Kid A", "The National Anthem" and its 
aggressive, seemingly Rock’ sounding introduction contrasts greatly 
with the two previous tracks. The song is based on a single idea: a bass 
cuitar riff that Thom Yorke came up with when he was 16 years old. The 
story of “The National Anthem’ as a Radiohead track goes back to 1994: 
it was considered for "The Bends" (or at least rehearsed during the 
sessions), but then forgotten. In 1997, Radiohead tried to record it again, 
this time as a possible B-side for the “No Surprises" single. However, the 
band felt it was too good to be released as a mere B-side, and the 
recorded take was saved for the future: the released version in "Kid A” 


uses the basic rhythm track recorded in 1997. Since Colin wasn't in the 





studio that day, the bass playing duty fell on the creator of the riff. When 
b 


. / 


the song was ” red for the sessions of the new album, in 1999, it 










was titled "Everyone". Its final title wasn't settled u ntil Jonny added 
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But perhaps the song's most well known feature is its Jazz influence. 
Around the time it was recorded, Yorke was obsessed with Charles 
Mingus (particularly with a tune called "Freedom ’), and the singer 
decided to add an eight-piece brass section to the song, completely 
influenced by the bassist and composer. Jonny: "It started with Thom 
saying this track should really sound like... by the end it should turn into a 
Charlie Mingus track. And Thom has these ideas quite often, and 
sometimes they re best ignored and sometimes they re genius and he's 
completely right. And we pretty much just got a brass section into the 
room, and | scored out the rough tune. And Thom and I stood in front of 
them conducting, sort of. I say “conducting’, it wasn't Simon Rattle, it was 
more just jumping up and down when we wanted it to be louder and 
faster and calming them down at certain points. You know, I'm sure it 
looked ridiculous, but it sounded... | mean, it sounds on tape pretty good, 
id ebdey.em Pea ACcm i ecolucromnel-seommomoltchar-cbaelevcremnisiuemnelsmmohranebecm-belemereme noni: 
beats and be taking turns in taking solos, really. A bit like Charlie Mingus, 
the organized chaos of that, the fact that its not random, there's a 


structure going on. But it's very loose around the edges. [...] The very last 


high note is actually done on the lowest instrument. So, this gives some 








idea of the sweat and the red faces going on in that room, it was just... it 
was intense.”. Indeed, Yorke reportedly broke his foot while conducting. 
To inspire the musicians, the singer gave them the following advice: “On 
the day I said to them, ‘You know when you've been in a traffic jam for 
four hours and if someone says the wrong thing to you, you'll just kill 
‘em, you ll fucking snap and probably throttle them? |...| | wanted them to 
play like that, like, this fucking close to going off, lynching or killing, it's 
like a mob just about to spark off. Jonny and I were conducting it, and we 
ran through it a few times and people started to get ideas, and it was such 
a great day!’. Thom also decided that the song had to end with each 
musician playing a random note as loud as possible. Thus, the song has a 
clear Free Jazz influence, which is uniquely combined with the sound of 
the ondes Martenot and a tight Rock/Electronic rhythm section. 
Regarding this Jazz influence (which also appears in the later track “Life 
In A Glasshouse’), Greenwood once commented that Radiohead was ‘a 
band of great ambition with limited playing abilities’ and added were 
definitely not skilled instrumentalists .concerning the lyrics, "The 


National Anthem’ bears a very clear social character: it is often 


interpreted as a cryptic description of society. 

























Everyone 

Everyone around here 
Everyone is so near 
hitsmale)(ollateme)a 
hitsmale)(ollaleme)a 

Everyone 

Everyone is so near 
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It's impossible not to expect a multitude of varying interpretations when 
analyzing this song (anxiety, politics and even the Internet), but it is 
often seen as a general depiction of the modern citizens of society: the 
song tells us that “everyone is so near’, which is most likely a reference 
to living in a big city with a large population. However, the lyrics now 
say that people are ‘holding on’; they are resisting the problems that 


suddenly appear in their ways. What problems? Much has been 






as to existential matters. The basic 
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already carries an unspoken theme of isolation. When Yorke sings "so 
near he means that people are physically near, but somehow, they still 
feel very far away. Usual Radiohead themes like loneliness and alienation 
are present in this song, and, at the same time, we are introduced to 
another theme: fatality and pessimism. Yorke also seems to tell us 
through the line “holding on’ that the situation is very tense, and that 
people might actually loose their grip on their circumstances. 

Here, Radiohead is telling us that our national anthems aren't songs of 
pride and unanimity, but, instead, that they present a group of people 


who are scared and alone. 


As I mentioned before, 'The National Anthem" is based on an ostinato 


bass riff played by Thom Yorke. 
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Consists of a descending melody based on D; it moves from F# to F and then to E. Thus, the 
song is centered on a riff that moves chromatically. 


Since the song is based on a melody, it is hard to talk about harmony in 


the track. However, the riff does indicate D- centered tonality. 











Through a steady 4/4, the bass and drums create a strong groove that 
will be maintained through the whole song; Selway plays in the 
‘start/stop’ feeling that appeared in previous tracks “Airbag” and “Talk 
Show Host’. Seconds before the drums first come in, the ondes 
Martenot and (appearing a little later) unintelligible radio transmission 
give the track an ambient character that will also remain during the 
whole track. The first instrument starts on A and descends more than 
an octave, moving chromatically in a lot of occasions. So far, the song 
has an unsteady tonal character: the suspected D (most likely minor) 
home key isn't being reinforced by any of the musical elements so far; 
even the bass, which always returns to D, moves ambiguously through 
semitones. Little less than a minute after the track started, the drums 
change from snare to cymbals, and the song receives a new rushed 
personality; at the same time, the sound effects and the ambience of the 
ondes Martenot reach new dramatic moods. Once the vocal melody 


1y Greenwood momentarily dies 


1. Eve-ry - one,- eve-ry-one- a - round— 





hol - ding on,— it’s hol - ding on. — 





Yorke's vocals are again manipulated in the song: the singer had his 
voice altered through a ring modulator (again, Thom sounds robotic). 
The vocals accentuate the D tonality: the melody begins and ends on the 
tonic, and the highest note they reach is F#, mediant of D major. It could 
be argued that the verses are on D major, and the rest of the song is 
performed around D minor. 

After the first verse, the ondes Martenot (and, at least live, O'Brien's 


guitar put through a variety of effects) introduces a spacy melody, based 


on the same character that first appeared in the song's introduction. 





scale: A, F#, Bb and G 














The second verse moves almost exactly like the last one, and after it, the 
song enters into an extended bridge/outro. The horns suddenly enter 
the track with an idea based around C natural (which creates a 
dissonance due to the song's tonality) C# and, finally, D. However, as the 
composition progresses, the playing of the horns turns more and more 
undistinguishable and dissonant. 
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manic and paranoid feeling to the song (which mirrors the lyrics quite 
nicely). Given that they are a self-confessed attempt by the band to 
recreate the feelings of Free Jazz, it is not surprising that once they 
appear in the song, the latter turns more frenetic as each second passes. 
Except for a brief bridge where the drums stop and the rest of the 
instruments (with the exception of the bass, which continues with its 
ostinato backing riff) and Yorke wail on top. Once the drums return to 
the mix, the song transforms into an in crescendo outro. The eight-piece 
horn section was told that each member had to play a solo based on the 
bass riff at the same time. The result is the intended chaos that drives 


the song to an end while Yorke sings frantically “It's holding on", as if 


reflecting the tense atmosphere of the track's outro. 
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disorder and confusion, a brief excerpt of the British national anthem can 
be heard in the distance. 

Compared with the two previous tracks, this song seems like a completely 
different facet of Radiohead's new musical personality: it is aggressive 
and violent, and it will be explored on future efforts. 

"The National Anthem’ is one of Radiohead's most frequently performed 
songs at live shows; Yorke often recreates the chaotic feeling of the horns 


through his vocals and guitar. 





















. O'Brien= Guitar 

P. Selway= Drums 

Andy Bush - trumpet 

Andy Hamilton - tenor saxophone 
Steve Hamilton - alto saxophone 
Stan Harrison - baritone saxophone 
Martin Hathaway - alto saxophone 
Mike Kearsey - bass trombone 
Liam Kerkman - trombone 

Mark Lockheart - tenor saxophone 
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When asked in a 2006 interview with BBC 2 what was the piece of 
music he would like to be remembered by, Thom Yorke automatically 
said this song's title. He has also commented: "My favorite tune from 
that time [referring to the "Kid A"/"Amnesiac’ era], is ‘How to Disappear 
Completely’, because we didn't care how it could be seen as pretentious 
oh abr obra oud cvowm Gompetciemcyonebele towed copa Colercmm Aleet- lam cevevehvaeccemnem lap tom-00t-VApe loom 
The story of the track starts in 1997, and the phrase that was later used 
as its chorus its the main element of its conception. Michael Stipe, lead 
singer of R.E.M. (who has effusively stated his love for the group and 
their music) and friend of Yorke, told the singer that to get through 
olU em bOrcm bem WelcrVimehvaciu-lucmeoyancopbelem eXqmet-lemmomacsolcr-lemnomeneent-s0mm mcomorele 
here, this isn't happening’. The song, therefore, was written while on 
tour, and it was played and first tried out during that year. Its first live 


performance was on 1998, but the song was still in development. 


And in fact, it wouldn't be finished until February 2000. 








Jonny Greenwood wrote an arrangement for the piece, set to be played 
by a 24-piece orchestra. Like in “Climbing Up The Walls’, Greenwood's 
work in this song was inspired on the composer Krzysztof Penderecki. 
It took him 2 weeks to finish the arrangement by multitracking his 
ideas on his keyboard, and then it was recorded in Dorchester Abbey, 
Oxfordshire, near the band's recording studio. According to Ed, whose 
diary is very valuable when analyzing the song's development, the 
string arrangement probably wouldn't have been deemed acceptable at 
Abbey Road Studios, and he doubts the string players there would have 
agreed to play such an experimental piece. It's also interesting to note 
that the song was originally going to be called “How to Disappear 
Completely (And Never Be Found)’, like the book written by Doug 
Richmond in 1985. In it, the author details how to create a new identity 
in society through a number of illegal steps. 

The lyrics are deeply personal and based on authentic feelings its 
author might have been through at some point during touring (as we 
have said before, the world tour to support “OK Computer’ took its toll 


on the emotional and physical health of the singer). This is probably 


one of the reasons that the song is such a favorite of Yorke. 


























(Verse 1) That there, that’s not me 
| go, where | please 
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In a little while 

Mimelomele) are 

(Verse 2) The moment's already passed 
Yeah it's gone 


(Chorus) 


(Bridge ) Strobe lights and blown speakers 
Fireworks and hurricanes 


(Chorus) 


Verse 1 starts by expressing that the narrator is in a dream-like state: he 
has seemingly left his body and precedes to float like a ghost. This is 


explained by the author in a quote that also sheds light into the following 










lines: "I dreamt I was floating down the Liffey and there was nothing | 





could do. I was yi ig around Dublin and I really was in the “ie Wits 
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theme of the song best. Verse 2 seems to voice the narrator's realization 
that things eventually end: the ‘moment that the song talks about might 
very well be a whole life. The bridge of the song is often interpreted as 
Yorke's description of his experiences touring (specifically referring to 
the Glastonbury 1997 gig where there was a problem with the speakers 
mid-show. The fireworks employed once the festival ended are also 
referenced in the next lines), or as the feelings the narrator is having as 
he is living his out of body experience: a description of synesthesia, 
which Yorke has reportedly lived through and already described in some 
other songs (for example, in “Karma Police’ ). 

Listeners often ignore specific details found in the lyrics and simply 
connect with what is probably the main theme of the song: 
existentialism. The idea that ‘I’m not here, this isn't happening is a very 
short one, but it is very powerful, and hard to ignore; the song seems to 
be about the simplest of all ideas in human mind: that something at all 
exists. This is the reason the song is so beloved in Radiohead's wide fan 
base; it talks of things that everyone can instantly relate to. 


For a lot of people, however, the song also revolves around a social 


character. The pressure of daily circumstances makes us unable to 








cope with our lives, and we eventually end up wishing not to be alive. 

In fact, some people take this last part literally, and suggest the song is 
actually about suicide. This results ironic given that its author created 
the track out of a line that desperately seems to reaffirm life; it was, after 
all, a way for Yorke to keep it together while on tour. In contrast, most 
listeners can't help but point out how they find the song rather hopeful 
and uplifting: questioning one's own existence is precisely the proof that 
we, somehow, are actually alive. “How To Disappear Completely’ is a very 
strong song that deals with important and unanswerable themes (the 
‘big’ questions in life). It is also one of the very few songs in the whole 
album with actual written lyrics, meaning that its words werent 
randomly pulled out of a hat. Thus, it is quite obvious that the track is in 
fact of very important significance to Thom Yorke. 

But the lyrics wouldnt have the emotional impact they produce without 
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In a lot of ways, the strings on “How To Disappear Completely’ are based 


on building a dramatic atmosphere that go in crescendo; the climax 


finally appears in the song's final section. 
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album to be based on acoustic guitar. It is written in 6/8, and it 
presents the most straightforward and simple harmonic movements in 
the album, along with “Motion Picture Soundtrack’. The verse moves 
between D-F#m (IV-vi), while the chorus changes to A-F#m (I-vi). 
Except for the sudden one-time use of one more chord in the song's 
outro, the song moves along with just these three chords. The change 
from subdominant D to submediant F#m creates a climatic sound from 
the very first bars of the song. It contrasts with the use of tonic A and 
its relative minor in the chorus; this bright and even optimistic change, 
however, ends in a minor chord. Therefore, we could conclude that the 
song is based on the ambiguous and contrasting sonorities of constant 
changes between minor and major modes. It is also important to say 
that Yorke often plays Dadd9, F#m6 and Asus4, which does add a little 
more substance to the progression. However, whilst the harmony is 
simple, the song is filled with a tonal ambiguity, which creates tension, 
provided by Jonny's string arrangements. Ed's suspicion that more 


conservative musicians might not have liked Greenwood's string 


accompaniment is evidenced in the seemingly atonal passages that the 











strings create. For example, from the very beginning of the song, the 
strings stay in the background, providing a palpable but not completely 
present tension by maintain B-flat (which doesn't appear in the 
aforementioned A major tonality of the song), which will be present 
Vooha) maevomolcrcabebenbelcmey maetomeleleyMbice 

The song starts with this tension, which is soon relieved with the 
acoustic guitar. When D first changes to F#m, the descending string 
motif that will reappear throughout the sing is introduced. It consists of 
a quick change from A to F#m (the tonic of the home key descending to 
the tonic of its relative minor), and according to Tatom Letts, this 
melody is some kind of a leitmotiv that makes the presence of ‘Kid A’ felt 
throughout the song (in this storyline, the character is supposedly 
considering suicide). Once the two-chord harmony of the verses has 
been presented, the bass joins the song. Another musical element that 
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accentuates C#, but never resolves clearly. Halfway through the song, 








song. After the first chorus, the drums enter with a calm rhythm that 
will remain throughout the whole track. A tambourine, which 
accentuates every first beat of every two bars, also enters in the 
second verse; the dynamic gets more climatic as both strings and 
OWE) C=) emma UU lec bemol-reroyoelcumoeteyacubecyoloyae-volur-velem-Lucenle)(muemnelome)eren 
After a second chorus, the song moves to a section that uses the same 
harmony as employed in the verses, which can be considered a bridge 
CULM Wom Lacw oXcaianrcelere) mma eKcs Corehiar-bolemene-vect-lalemcinubelcm-Duacbelcx-soelcvelacmm Waele 
song ends with an outro (the climax of the whole work) that uses the 
Same harmony presented in the chorus and an extra chord, E, which is 
played once the vocal melody starts imitating the descending string 
motif from A-F#m. Also, this last melody now gets slightly varied from 
time to time, with a brief stop in G# before falling to F#. Before the 
song ends with the motif being repeated endlessly, the rhythm still 
going strong and the strings slowly dying in diminuendo, these last 
stop dramatically for a few seconds, only to return to the mix later on. 


One of the most discernible aspects of the song, as I've already pointed 


out, is its dynamics, which get more climatic as the song progresses. 








Thom's vocal melody is also essential to the song's mood. Arguably 
similar to the mood of the strings, Yorke's voice maintains specific 
notes during the song. 


The vocal melody in the verses: 


(1.) That__— _ there, 
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The melody begins with a minor third and is then followed by a major third. 
The first maintained note is F#m, and the second is tonic A 


It's interesting to note that the vocal melodies are based on the same 
notes involved in the descending string motif. In fact, the very notes Yorke 
sings describe the exact motif. 


In the chorus, the melody follows very similar patterns. 
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The melody in the chorus begins with a brief ascension that reaches A and then 
falls to E. The second line of the chorus is also based on around E, but ends in 
F#. As in the verse, the melody is also based around A and Fi, although E ts also 
important in the chorus. 


Although all of the song follows these main basic melodic ideas, the 
vocals often have variations: the first chorus ends in a one time only 
low C#, the next chorus is sung on a higher register (that maintains C# 
first and then tonic A) and the bridge, which follows the same melodic 
idea presented in the verses, reaches a powerful high E ("and blown 
speakers’ ) before descending to A. In the song's outro, the singer joins 
the strings in repeating the descending motif on a considerably high 
register; when the harmony moves to dominant E for a brief but 
important passage, the voice reaches another high E, maintained while 
the strings move forward climatically. 

“How To Disappear Completely’ is often performed live. When this 


happens, Jonny and Ed recreate the ambience created by the strings 


through their instruments (the first on the ondes Martenot). The 








2009 Collector's Edition of the album includes a live performance of the 
song at Canal+ Studios, Paris, which features just Yorke, O'Brien and 


Jonny Greenwood playing a remarkably celestial version of the song. 
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Greenwood= String arrangements 





C. Greenwood= Bass 
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P. Selway= Drums, tambourine 
John Lubbock= Conducting 
Orchestra of St. John's= Strings 
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The album's most controversial piece was placed in the track order to 
mark the division of the album in two different halves. (Like ‘Fitter 


Happier’ in ‘OK Computer). At least, this is how it has been interpreted 


by listeners. “Treefingers’ is arguably the most experimental song in the 








album. It is an ambient piece Yorke created by manipulating O'Brien's 


guitar. The latter sums up the track: “"Treefingers’ is an ethereal, 
Spacey song built from guitar loops. I'm not taking any credit for it, 
because Thom arranged it. He recorded me playing the guitar for ten 
minutes, then loaded parts into his sampler, played bits on his 
keyboard, and made sense of it. It doesn't sound like a guitar, which is 
ereat.. The song has no rhythm, no melody, no vocals and no 
structure. Thus, it is often considered the worst (or at least the less 
interesting /rewarding) song in the album, given that its character is 
less traditional and even less enjoyable. Whilst it has often been found 
10M OL =m ole) wba tcamcrey eels c= elsme(OMepeCeKs) moje Davemnalomcloy elomomexor-) Mepmepaualenberomants 
album in two. Following the idea of Tatom Letts, "Treefingers™ 
represents a point in the album where the subject, Kid A, doesn't exist 
anymore. The first half of the album presented us with a facet of the 
character that dies (although not necessarily in a literal sense) in “How 
To Disappear Completely ; after “Treefingers , the subject is 


‘reconstructed’. Indeed, “Treefingers’ is often interpreted as a 


representation of being in between places. Although listeners could 


easily elaborate on their own ideas of what are this places. 








The track also represents what is, along with "Fitter Happier”, the most 
experimental step the band had taken this far. While the rest of the 
album is already quite difficult, this track represents the most unusual 
songwriting moment in "Kid A’. However, as Ed puts it: “Treefingers” 
might not be a classic verse-chorus-verse-chorus, but it's still a song”. 
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The chords used in the song are the following: 

F#6- - E6 - Badd9 - C#add9 

F#6- - E6 - Badd9 - C#add9 

E6 - F#6/9 - E#7sus4 - F#add9 

Badd9 - B9sus4 - Badd9 

F#6 - E6 - D#add®9 - F#6 - G#6 - F#6/9 

The song ends and begins on F#, which suggest this major tonality. 
However, there are impo! tant modi Ela lop etcw-veemel eb mepect-lalemenkenucseelcvelas 
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T. Yorke= Programming 
E. O'Brien= Guitar 
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After the intermission of “Treefingers’ comes one of the most 
traditionally crafted songs in the album. “Optimistic” is based on guitar, 
drums, bass, keyboards and a naturally sung vocal melody. In other 
words, it is a far more typical song than those found in the rest of the 
album (along with “Jn Limbo’). According to Ed's diary, the band 
appears to have worked on the song from July 1999 until the end of the 
year. There, Ed refers to the song as “Rachel's Song’, named after 
Yorke's girlfriend. One entry states: "Optimistic" is possibly my 
favourite ‘band song [that] is played together live in a room. Sounds 
fucking great. We do about 9 versions, in most there are some amazing 
moments. The penultimate take would seem to be the one [...] " 
However, mere days later, the guitarists wrote: "[...] have we 

finished “Optimistic? No. And it could be tempting to abandon it in 
favour of starting something new - but then we know we aren‘ too far 


away. We must see this thing through, if for no other reason that it’s 
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The story behind the chorus of the song possibly explains why the 
track was referred to as ‘Rachel's Song’: in the midst of the difficult 
recording sessions, Yorke was frustrated due to the few positive results 
the band was obtaining. The phrase ‘try the best you can, the best you 
can is good enough’ was the comforting reply of his girlfriend Rachel 
Owens when the singer complained the band hadn't recorded anything 
releasable’. The song is often interpreted as a general description of 


alebambecbeskehreclo) (sm bicsmereverenialedetss 


Flies are buzzing round my head 

(Verse 1) WAU LW lxssomell ceillalemtarswe(=y-1e 
Picking up every last crumb 
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You can try the best you can 
CAiyatty) You can try the best you can? 
The best you can is good enough (x2) 
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This one went to market 
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(Verse 2) 








(Chorus) 


(Bridge) 
l'd really like to help you, man 
l'd really like to help you, man 
Nervous messed up marionettes 
Floating around on a prison ship 
(Chorus) 
(Outro) 
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While the lyrics of the song could be easily linked to our modern 
capitalist society, they could also refer to a more primitive thematic. The 
song's main theme could be identified as the main idea of Darwinism: the 
strong survive, while the weak perish. This can be adapted for the 
Capitalist society, but the lyrics also seem to fit well if we take the original 
biological theory. The song's chorus is the response that Yorke comes up 
when facing this conditions: the only thing that people can do is try the 
best they can. When we consider our reality and think of our possibilities, 
the only option we are left with is doing the best we can. We can't really 
do anything else. The first verse is most commonly interpreted as a 


description of capitalism: the bigger corporations take advantage of 


those that live in a more troubled situation. The latter are compared to 








a dead animal with flies and vultures around its lifeless body. The 
response of the big fish over this injustice: “not my problem, give me 
some . Greediness and selfishness will be present throughout the whole 
song. The first four lines of the second verse indirectly refer to pigs, an 
animal that often symbolizes capitalism, by quoting the syntactical 
composition of the nursery rhyme ‘This Little Piggy”. Thus, the second 
verse seems to be enumerating the various actions of people that live ina 
society dominated by capitalism. It is also also quite possible that all of 
these people are capitalist pigs’ themselves. The second verse ends with 
a very direct reference to George Orwell's book "Animal Farm", which at 
first seems like an innocent fairy story, but is actually an allegory on how 
those who overthrow dictatorship are very likely to end up acting in the 
Same oppressive manner than those they overthrew. The bridge explains 
why is it that the oppressive and violent forms of capitalism work in 
society. I'd really like to help you man is a shallow statement, made by 
almost everybody at some point or the other. In reality, we don't really 
want to help them; even if the feeling of wanting to help someone in need 


is honest and good intentioned, selfishness and one's own interests 


quickly replace this interest in being helpful. We are conditioned to 








automatically care only about ourselves and our own needs. We repeat 
this phrase to clear our conscience from acting in a way we know is 
pbaavenkeyacvm-veKoemcysoo}e) \iaolelomor-lemmslULOniiccme love Mmmacr-Vihmelom-vehanevbetcm-lelolenan te 
and always end up forgetting worries that belong to someone else. 
“Nervous messed up marionette’ is an apt description of the standard 
citizen in this society; he only moves along ("floats around’) with 
everything that is happening around him, unable to move or act by 
himself and prone to the negative consequences he didn't help create. 
“Dinosaurs roaming the earth” is often taken as an allusion to the 
imminent demise of humanity. When dinosaurs were in fact roaming the 
earth, they were the strongest species alive. Humanity is the strongest 
species alive today, but at some point we will disappear too, just like the 
dinosaurs. If we see this line from this perspective, the song ends with a 
biological character, much different form the rest of the political allegory 
I have described above. The song's title is interesting because the word 
‘optimistic, along with the seemingly uplifting phrase in the chorus, 
appears to be directed towards an honestly cheerful and encouraging 


response: even with all of the above in mind, people should really just do 


the best they can, and that will be enough. But, however, maybe it means 








that we are fooling ourselves with these bright thoughts, and that ‘the 
best we can’ is actually very far from being enough, although it still is all 
that we can do. Thus, the song proposes two very different responses to 
our immovable existential situation: one is quite positive, while the 
other is exceedingly negative and pessimistic. 

As I have stated, “Optimistic” is one of the most traditionally crafted 
songs in ‘Kid A’. It introduces the first guitar riff in the album; it is quite 
logical to assume that the song was written on this instrument, which is 
tuned to drop-D in this track. 

‘Optimistic’ begins with a chromatically moving guitar idea, closely 


mirrored by the vocals. 
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is present in the very first bars of the song: the first chord, Am/D, 
already introduces a chromatic note: natural C. However, the Dadd9 
that follows Bm/D creates a brief but tonally stable passage, which 
reinforces home key D. Yorke's wailing vocals start on A, ascend to B, 
and then fall to F#; they move close to the chords and also reinforce D. 
The next three chords, however, create an even more notable chromatic 
effect; the harmony makes an unexpected change to Bb6/D, which 
creates tension due to the tonic and a natural F. The passage, 
nevertheless, does end in D (albeit in a more sophisticated version, 
D6/9), after the harmony passes from Bb to D through C. The vocals also 
start on chromatic F, move to G and then end on E. Despite the 
chromatic movements, D never stops being the tonal center of the song. 
A Wels monyanovocmeemuelcmcveyotew tomoy-ly-rome)omuoyeotaneyectcmo)uenulelcem ehvmseromenmebonts 
and, according to Ed's diary, the song also uses congas. 

Once the introduction of the song has passed, we are introduced to what 
will be the verse. Its harmony is presented in a brief wordless 


instrumental passage. The chords, Dm-C/D-Em/D-D, presents us witha 


new, albeit disguised and subtle, series of chromatic movements. 
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A guitar riff introduces the chords in the verse. As in the song's introduction, the 
chromatic notes are F and C natural, resulting from Dm and C (respectively) 


to mar -_ ket. 


pick - ing up crumb 
this one just came swam 





The vocals start on natural C, but will be based on D and E and finish on A. 
Thus, although the vocal melody does reinforce the D major tonality, it also 
has some important chromatic movements that match the harmony. 


, 
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the best__ you can, 


if you try the best__ you can, 


you can__ is good 





en - ough. 


The chorus introduces a new melody, which reaches a high A that eventually 
descends to F#. The chorus ends with the refrain ‘the best you can is good 


enough", which employs extensively chromatic F natural and eventually ends 
on the tonic of the home key. 
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an ascending guitar melody that eventually ends on D. Once the refrain 


begins, the guitar riff from the verse reappears (which explains the 


composition of the melody sung by the vocals). 





The guitar in the chorus first describes an Am scale, but then suddenly introduces 
Bb, which indicates Dm. However, any perception of a minor scale is erased once 
the riff finishes on a striking F#, mediant of D major. The chorus is based ona 
sudden and tense expectation that baffles the listener with modulations, created 
by this guitar line and the vocals, which focus on the dominant of home Key D. 
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After the chorus, the song moves to the instrumental passage shown 
above. Based on a guitar put through a slight delay effect, the new guitar 
riff is based on Dm. As we have seen so far, the harmony in "Optimistic" 
oFeVelexcrcer-) xe) 00 00 olele ol Di oct-yloyer-bolem Dioebueleyume)au-vom-lincrmerclauebemelclan cre 


both tonalities in mere seconds ("The National Anthem” was also based 


on this exact same dual major/minor tonal center) 








The structure of the song follows the traditional verse/chorus repetition 
until the second chorus, when the track suddenly jumps to a new 
section, which is basically a more energetic (it actually marks the first 
time the snare enters the song) version of the instrumental passage that 
followed the first chorus. Also, it now has a vocal melody on top, very 
similar to the wailing singing that introduced the track. It has two 
variations, but both consist of an ascending idea that eventually settles 
on tonic D. What I have labeled the song's bridge could also be 
considered a slightly altered verse, since the vocal melody is slightly 
higher, the harmony becomes tenser (O Brien adds a distorted vocal 
effect that creates this tense feeling. This is heard on the left speaker) 
Ko) ome to) a (=) mr eeKeyoetcelm-bolemuelom color lkcm-seemnolcm oe) ebackiom Que ler-labetcm-Duelenelemeyene| 
prison ship’) with a slightly different melody. After another chorus, the 
song moves to a section where a repetition of the phrase ‘dinosaurs 
roaming the earth leads the track to its outro. Note the unusual Eb in 
‘earth’ when the phrase is sung for the third time. The song ends with 
the band performing the introduction of the song, which hadn't been 


repeated since the beginning of the song. The song gets livelier, and the 


drums use the cymbals for the first time in the song. 








Surprisingly, after the song has seemingly ended, another section starts. 
A Jazz-influenced instrumental passage, not much is known about this 
brief outro. It has a seemingly uplifting character, which might be the 
band trying to get a literally optimistic moment in the song. 

‘Optimistic’, which is performed live often, was the only song in the 
album played in radio stations at the time of the album’s release. Thus, it 
is the closest thing to a single that the album had (which is ironic given 
that the song isn't very similar to the album's general character). Yorke 
commented to Spin Magazine in 2001: “Well, really, not releasing a 
single means radio people are going to pick what they want, and the fact 
they picked “Optimistic’ from "Kid A” was kind of annoying.” 
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weren't very surprised given that Optimistic’ is the closest the album 







gets to a traditional ‘Rock’ song. 
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J. Greenwood= Guitar 
C. Greenwood= Bass 
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P. Selway= Drums, percussion 
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Originally knows as ‘Lost At Sea’, this track took the band a 
considerable amount to time to finish; according to Ed's diary, the band 
recorded a version in Paris that Yorke singled out as the definitive take, 
but the rest of the group didn't share his opinion. It was debuted in 
France, in the year 2000. 

Another rather traditional song in the album, "Jn Limbo“ takes its title 
from the religious situation described as a ‘place between heaven and 


earth’. 


Lundy, Fastnet, Irish Sea 
| got a message | can't read 
Another message | can't read 


Being the first in the Irish Sea 
| got a message | can't read 
Another message | can't read 


Maame)amy(elelm-jiel= 
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You're living in a fantasy world (x2) 


I'm lost at sea 
DYo)amm ele)ta=)maals 
I've lost my way 








You're living in a fantasy world 
You're living in a fantasy world 
You're living in a fantasy world 

This beautiful world 


The words to the outro of the song have been heard as "Come back, 
Come back, Come back. Lundy, Fastnet, Irish Sea. I've got a message | 
can t read’, but the exact words ten to vary since the mix becomes more 
unintelligible as the song ends. 

Lundy, Fastnet is an island located in southwest England. It has been 
speculated that it is in the song because Thom’'s second home is near this 
location. Since he spent some time there writing songs before the 
recording sessions, it is quite possible that he started working on “Jn 
Limbo” during this period, and was inspired by the surroundings of his 
house. 

"In Limbo’ features some of the most cryptic and hard to decipher lyrics 
in "Kid A’. This isn t precisely because the imagery or words are weird, 
but because the connection between them isnt very clear. While “Jn 


Limbo’ seems to talk about isolation/confusion/self-doubt/indecision, it 


becomes rather hard to pin down a specific meaning. 








The ‘Limbo’ that Yorke describes himself in might be a reference to the 
situation of the band, stuck in a fame they didn't really ask for, and 
aren t completely comfortable with. The usual social interpretation also 
appears when we consider the limbo to be a neutral zone that doesn't 
support on any specific political party. Even more is, this person is a 
social outcast, who lives far away from citizens {"lost at sea’). Thus, he 
can judge modern society based on how it really is: “you're living ona 
fantasy world’. Regarding the very first lines in the song that are 
displayed in here (Lundy, Fastnet, Irish Sea. I got a message I can't 
read. Another message I can't read’), they are what is commonly 
accepted to be the hard to decipher gibberish spoken at the beginning 
of the track. However, there isn't any real indication that these might 
truly be what the song says. The feeling that the lyrics of "In Limbo” 
encapsulate is one of isolation, which is probably the main theme of the 
whole song. However, a complete interpretation of the song is very hard 
to get; that its author has never said much about this track isn t very 
helpful either. However, he has apparently stated that the inspiration 


for the song came from a dream where he was floating (I don't trust this 


information completely, given that it resembles the origin of “How To 








Disappear Completely’ and it might be product of confusion between 
both songs). At a show in Shoreline in 2001, Yorke introduced “In 
Limbo’ like this: "This is a song about someone trying to get you back 
from somewhere you're stuck, and you're very very stuck." 

As | have already said, “In Limbo’ is similar to “Optimistic” because both 
songs are more Rock-oriented than the rest of the album. Written in C 
major and in 6/4, ‘In Limbo" moves through an ambiguous harmony 
that never stays for too long on the hone key. Thus, the feeling has a 
constant sense of movement, mirrored by the cascading guitar 
arpeggios that dominate the whole track. The song starts with a simple 


keyboard melody that serves as an introduction. 
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This keyboard idea will be present in the song throughout most of the song (it 
is heard in the right speaker). The center of this melody is D, given that the 
keyboard always returns to this note. 


Once the rest of the band enters, the guitar introduces a melody based 


on arpeggios played in triplets. Arguably, this spiraling guitar mirrors 


the confusing feeling expressed in the lyrics. 











The guitar moves through the degrees Dm-Am-Em-G-F (11-vi-i11-V-IV). 
However, the chords aren't played as triads and are not in root position. 
Once the character of the song has been established through this 
progression, the song introduces a new harmonic progression and a 


vocal melody, which constitutes the verse. 


on___ 
lost__— 





The new harmony moves in similar fashion to the one presented in the 
introduction. The progression now moves through Cm-Gm-Eb-C. Thus, 
Ld aLcmcxe) oveare 001 0) (Od’scw nen ole) ae-voleneobue)eet-lacomelolu-\wm-belemmeem-Celeblaleyombni-nmael= 

minor triad of the home Key, which creates a striking sound. The last 


chord, which is actually a C with mediant E played as bass, dissipates the 


uplifting mood temporarily created by the apparition of home key C. 








The vocal melody describes a descending idea that moves according to 

the constant an unexpected change between C major/minor. Naturally, 
hears VesKonm bole) LCG K=xwr- Ws Kolm 0) Ol oD ae) cn T- Lacon eKolucrmelelcmuOmnolcmot-Duetevehiam Welom@eleyaurs 
of the song changes back to the progression presented in the 


introduction of the song. Meanwhile, Yorke sings a new melody: 
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liv-ing in a fanta-sy— world. 





The singer alternates between Bb and A before finally settling on G (just as Em- 
G is reached in the harmonic progression) 


Throughout the song, the rhythm provided by bass and drums is 
steady; there is a change to 4/4 in the verses, but the basic rhythmic 
character of the song remains the same. The bass plays the tonics of 
the chord progressions, and, thus, follow the guitar quite closely. 
Selway, meanwhile, plays an arguably Jazz-influenced beat. Producer 
Nigel Godrich plays the tambourine, a role he also performed live. 
The song's ending is quite possibly one of the most famous aspects of 


the song; the mix suddenly starts to melt down and the song ends in 


what can be easily described as chaos. Ed O'Brien explained how this 























ending was created to MC in 2001: “That's a bit of a software trick. It 
was just the sounds of the band - guitar, bass, drums - manipulated and 
distorted through a plug-in. [...]". The song ends with the each 
instrument becoming more and more distorted, and with Yorke's voice 
becoming slower and fading away. 

Regarding the role of the track in live performances, Yorke said to 
Rolling Stone in a 2004 interview that it is a “nightmare’ to play live 
due to its rhythm and to Jonny's guitar lines being hard to perform 
accurately. Regarding the latter, he added that on the record "You can 
only hear two, but Jonny did loads of them, the mix is very subtle." 


When performed live, O'Brien plays the keyboard. 


J. Greenwood= Guitar 
C. Greenwood= Bass 
E. O'Brien= Guitar, keyboard 
P. Selway= Drums 

Nigel Godrich= Tambourine 
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Quite probably the most famous song in "Kid A’, “Idioteque’ stands 
out nowadays for the same reason that it stood out at the time of its 
release: it is a Dance song by what was considered to be a Rock band 
at the time of its release; this track clearly details the uncanny 
experimentation that Radiohead was moving to while recording the 
album. 


According to Yorke ‘Idioteque’ wasn t my idea at all; it was Jonny's. 
Jonny handed me this DAT that he'd... he'd gone into our studio for 
the afternoon... and, um, the DAT was like 50 minutes long, and I sat 
there and listened to this 50 minutes. And some of it was just 
“what?", but then there was this section of about 40 seconds long in 
the middle of it that was absolute genius, and I just cut that up and 
that was it..... Meanwhile, Jonny commented to KCRW in 2000: 

“The starting point for that was trying to build a drum machine out of 


very old Star synthesizers. Kind of using the same things that the 


Roland technicians would have had in 1978 or whatever. To decide 


how to make something sound like a snare drum out of white noise, 








and how to create the sound of a bass drum or kick drum out of filters. 
So it was like, we basically built a drum machine. And | played a record 
o} aM Ko) om hem ar-bokele)oemr-bolemer-Ceur-mu-leeleme)t-hravercar-velemnctmlehimumabelomne 
generate all this chaos all over this drum pattern. And then Thom cut it 
belo mcy-rem Cope tow- bole m=seKelsremoyomor-hrauelcar-Mcr-beche)ccme)imuelcmucterey acm mnie homo) t-haverss 
which was this compilation of electronic composers. They had some 
competition in 1972 to see who was writing the best modern electronic 
music in a Classical style. And it’s been a very interesting process 
because I wanted to track down the composer to tell him we'd done it 
and ask permission and stuff. And at that point he'd been 18, 19 and at 
college and no one knew what he was doing today. And it turns out he’s 
a professor at Princeton, professor of music. And he came last night, 
saw the show and was very excited, and was describing the songs ina 
very interesting way. It was really nice to meet him. The composer 
that Greenwood is referring to is Paul Lansky, who provided the song 
with its harmonic progression through the sample of his 1973 piece 
“Mild Und Leise’, which appears in the aforementioned compilation 


“Electronic Music Winners”. Arthur Krieger, who was also sampled in 


id oLcmcye) oveame) 0) olcr-Dacmepomseviom-llolebecmneler 








‘Idioteque’ is a song written by Jonny, who created the main element of 
the track (rhythm created through a drum machine) and Yorke, who 
was in charge of sampling. The song was so clearly conceived by just 
these two members, that O'Brien's diary referred to the song as “Thom 
and Jonny's Drum Thing’. Also according to this source, work on 
‘Idioteque’ began in January 2000, which means it was amongst the 
last songs recorded for the album. The lyrics in the track aren't that 
different in character from those that appear in the rest of the album. 

(Oh nyo) a Lonmr-h olorer- Vargo lalonmoy-Da-beley(em-lelem-bucr-Del-rmm (slleln-cels( mm mesausye 
interpreted as a song about impeding doom. Yorke has commented 
that the song is the ‘happiest’ the band has ever written, which given 
his sarcastic personality, makes this pessimistic interpretation seem 
quite plausible. The same dadaist method for writing lyrics that was 
used in “Kid A” has been suggested as an explanation for the seemingly 
incoherent words in the song. Yorke himself declared that he only 
choose those words for the song beacuse they sounded good 
phonetically; this would mean that the singer decided that the meaning 


behind the words was less important than to how those words were 


presented. 








(Verse 1) 


(Chorus) 


(Verse 2) 
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MIM Tele] am Ulaidl aah aalcr-(emere)aal-\ome) ii 
I'll swallow till | burst 
Until | burst until | 


VAVdatoesw lair; loll lal.<olmiUalekowlamr- i el0lal.<) ate 
Make\{cmci=1-)0 colo anle (ovals mar-\V.>]ammrcio\-lam-lalele lela 
You haven't seen it 
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Here I'm allowed 
maVce1aVatal ale sli movi tat-mligal 
Here I'm allowed 
maYce)aVataljale msi movi talomligals 


KercWrele lo mere) palate mlercm-lelomerelanliare 
Let me hear both sides let me hear both sides let me hear both 


Koro Wrele lo mere) palate mlercm-lelomerelanliare 
ai alce)smimiamalsMilcsmialce)) alm lamiarsmilnsmialce) i mimelam als 
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Sialiom ism ccr-liAvaare]e) el=)aliaremar=|¢)el-)aliare 
VAVCoW ec o¥ alo) mcyor-la)aate)alerlalare| 
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W/Ke) e)|(=t-3sto[U[<rola <lalomaalele)itctsmevaliae)iare 
Take the money run take the money run take the money 


(Chorus) 


(Outro) 








There are multiple vocal tracks in the song; they often sing the same 
thing but seconds apart, and therefore create an overlapping of 
phrases. This makes the words hard to understand. Apart from how 
I've displayed it above, the chorus has also been identified as "Here I'm 
alive’ instead of ‘allowed’. Meanwhile, the outro of the song is often 
transcribed as ‘first of the children’. 

The song's title has been taken to be a reference to the word 
‘Discotheque, which is a popular site that plays loud Dance music and 
often attracts huge quantities of people. Thus, the band probably 
referenced this place due to the Dance-like nature of their song. The 
mob Cohum-(ecocsrembemaeromol-scabebonbelcmeymmeromicoyuemont-hymolcmbnel ccemumemuelomcelor mantels 
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This is a fitting interpretation of the song title, given that the song is 

A LoLoLenembenyor-yecenvotemecole)oomerheriromohrar-Dombnetcino)ojer-le)comopelcselevetcseleyermm were 
most popular theory behind the meaning of “/dioteque ’ is that it deals 
with climate change; therefore, not only is this doom looming close to 
us, but it is actually man-made. The title might mean that large 


numbers of mindless ‘idiots’ are leading us to an early demise. 


The very first lines in the song already establish the song's pessimistic 








tone: ‘who's in a bunker?’ illustrates a tense and horrible situation, 
where women and children are involved in positively fatal events. Here, 
Yorke is telling us that this dangerous future event will affect everyone. 
He also assures the listener that he will laugh until his head comes off, 
NAVA oD C0l ol Kour- Mecox=y 00D boned brapbeleceyelcsacoohum-linelelurcdemepepiucmecoveodeele)enmucr-lealeyemnen| 
difficult situation. “Swallow until I burst” has also been interpreted as a 
description of the reaction that a lot of people will possibly have when 
the world ends: they will give in to Hedonism and do whatever they 
please to extreme points. However, maybe this line means that people 
will just keep on acting the same way they were already acting; even 
more so, maybe this excesses are what made the situation so critical in 
the first place. "I have seen too much’ is contrasted directly with "I 
haven't seen enough’, establishing the mixed and confused feelings of 
the narrator. The chorus quite possibly refers to the state of the world: 
people are allowed to do everything they want; at least, it refers to the 
people who live their lives at the expense of others. This last idea has 
also been suggested to be one of the song's most important underlying 


themes. The second verse of the song alludes to the beginning of a new 


Ice Age, which is quite clearly a reference to the permanent sense of 








impending doom that is present throughout the song. It has also been 
linked to the Cold War and to the idea Yorke expressed earlier in 
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song is also referred to in the line ‘throw it in the fire’. However, the 
second verse of the song is more obviously social than the first one, since 
it refers to the aforementioned idea (expressed in the chorus) that this 
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people who are getting a benefit out of it. The evidence lays in the line 
“Take the money and run’, references to mobile phones and to ‘sides’. 
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Whether we accept that the song is about climate change or not, it seems 
impossible to deny that the song is about some kind of apocalyptic 
scenario, which isn't as far as away as it might seem. Yorke, always an 
informed citizen, probably wrote these lyrics knowing very well what it 
was that he was talking about. His activism in favor of environmental 
causes, which often includes live solo performances, is quite well known. 


"Kid A” is often considered an important album due to its close 


connection to the era that it was released in. Its widespread success due 


to the Internet and its electronic character make ita work witha 








close connection to the beginning of the new millennium. Likewise, the 
panic of the era (Y2K) is also reflected in the lyrics of "Idioteque”. The 
most terrifying thought, however, is that the themes that the song 
alludes to are still easy to relate to nowadays. 

As I have already pointed out, ‘Idioteque is based on a drumbeat 
created by Jonny Greenwood in a computer. Although the song's 
rhythm seems simple and straightforward since it is in 4/4 and the 
computer follows a basic pattern formed around the quarter note, that 
accentuates snare and bass drum, the main drumbeat contains subtle 
variations that change throughout the song. Thus, the song is actually 
much more complex than a traditional Dance song. The fact that the 
harmony-providing samples are played syncopated only adds to the 
general complexity of the track. The rhythm is introduced in the 
beginning of the song, and a few seconds afterwards, some sound 
effects (also essential to the generally chaotic character of the song) are 
also heard; the combination of these two elements lasts 7 bars before 
the sample taken from Kreiger's “Short Piece” serves as a transition and 


introduces Lansky's samples. Since these samples are essential to the 


song, Paul Lanksy is listed along with the rest of the band as songwriter. 








The composer also wrote an essay, 'My Radiohead Adventure’ for the 
book "The Music And Art of Radiohead” (2005) edited by Joseph Tate. 
In it, he details the origin of the four chords used in “/dioteque’, taken 
from his 1973 work “Mild Und Leise’, which lasts 18 minutes. The story 
behind the piece itself is very interesting, given that the work that 
Radiohead sampled in 2000 contains a sample itself, from Richard 
Wagner's 1859 opera (or ‘Musical Drama’ as he preferred to call it), 
"Tristan und Isolde’. The aforementioned work by Lansky is based on 
what is known as the ‘Tristan chord’ and its inversions, and takes its 
name from the final aria of the opera, “Liebestood’. It consists of an 
augmented fourth, augmented sixth, and augmented ninth above a bass 
note. The interesting thing about this chord is that establishing its 
relationship (and thus, its name) to the A minor harmony in which it 
appears in the 10 minute prelude (Vorspiel) of the opera often leads to a 
wide variety of conclusions. This half diminished seventh chord is often 
colloquially considered as the beginning of modern music due to its 
dissonant and complex character. Lanksy based his synthesizer piece on 


this controversial chord, and, thus, Radiohead also arguably built the 


song from Wagner indirectly. 








In the aforementioned essay, Lanksy describes the samples used as four 


different inversions of an Ebmaj7 chord. 





The chord is always played inverted, and the sound of Ebmaj7 is never heard 
clearly since the tonic and dominant are played in different pitches than the 
modal and leading tone. This use of inversions initially seems to indicate that 
the song is actually based on an alternation between Gm and Eb. 

Once the harmony has been introduced, another drum/sound effects 
interlude follows. The vocals come in with the samples after this 12 bar 
break. Yorke's vocals in the song are unusual because, as I've said, there 
are multiple vocal tracks in the song and they sometimes sing in 
homophony, others in some kind of a counterpoint, and on some other 
occasions, they repeat lyrics monotonously and add to the general 


disorienting character of the song. However, the main vocal line isn't 


sung through heavy digital effects, although some of the other vocal 


tracks seem to be put through a subtle quantity of manipulations. 
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musical perspective, but also if we consider the apocalyptic lyrics of the 
song: maybe these multiple vocal tracks and the chaotic effect they create 


are meant to be a cunning representation of the lyrics. 


The vocal melody in the verses: 


wo-men and child - 






The repetition of lines 
immediately after they 
have been sung is 
characteristic of the song 


and the child - ren first, and the child - ren. 


The melody tends to fall from Eb to D and then rise again through Bb and 
C. Eb is maintained once the song reaches a monotonous repetition of a 
specific line. Yorke sometimes sings some words a little higher, but the 
melody in the verse never leaves these four notes. The chorus, however, 
features one of the most obviously catchy vocal melodies in the whole 


album. 


Here —_ I’m all-owed,__ 


ev-’ry-thing-all___ of the time. 








The vocals reach for a high Bb in the chorus, which eventually descends 
to G. Periodically, the singer undulates the melody in a descending 
fashion, based around closely positioned scale degrees. 

The second verse begins does not feature any sampling, and, thus, any 
harmony. However, the band introduces new ambience elements, which 
for a lack of a better word, can only be labeled as sound effects. After the 
second chorus, which proceeds exactly like the first one except for these 
newly added sound effects in the left speaker, the song moves to an 
instrumental section, which lasts around a minute. In this section, we 
are introduced to more ambience effects and to what has been identified 
as an acoustic hi-hat playing quarter notes (also in the left speaker). The 
song's outro reintroduces the Lanksy-provided harmony and a new 
sample that consists on the repetition of the line ‘first of the children’ 
taken from the line sung earlier in the song. The studio version of 
‘Idioteque’ ends with ambience effects that serve as an introduction for 
the next song. 

Even after this analysis, one of the most interesting aspects of the track 


remains untouched: its live performance. Radiohead has always had the 


reputation of being a remarkable live act, mainly because every small 








detail found in the studio albums is recreated live almost exactly the 
same (if not actually the same). However, when the band plays 
“Idioteque’ live, which happens at almost every show, the song sounds 
very different form how it does in the studio. This is mainly because 
Jonny Greenwood creates the basic drum pattern used in the song ina 
computer at the very moment that the song is introduced. Thus, the 
drumbeat doesn t sound exactly the same way that it does on the record. 
The sounds of the snare, bass and hi-hat themselves are different and 
sometimes even the speed at which the song is played live is different. 
On a few occasions (some even caught on tape) Yorke has walked 
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stopped marking the rhythm right. However, this is only one of the 
differences. When performed live, Yorke sings, Colin plays the samples in 
a keyboard, Jonny provides the drumbeat, O'Brien adds tambourine in 
the second verse and ambient guitar in the song's middle instrumental 
section, and Selway plays frenetic drum rhythms. ‘/dioteque’, when 
performed live, sounds much more climatic, especially during the song's 


outro. The track finishes dramatically, in an unexpected moment, and 


Yorke cuts short the final phrase of the song. 








‘Idioteque’ undoubtedly remains one of the band's most famous and 
beloved tracks for a variety of reasons. Interestingly, it is also one of the 
few Radiohead songs of the era that doesn't employ any chromaticism at 
all. 

It is very hard to identify the exact personnel of the studio recording, but, 
this being Radiohead, the roles of each member in the "Kid A’ version of 
the song aren't probably that far away from those when the song is 


played live. 
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The version of “Morning Bell released in Kid A’ was recorded in 
Copenhagen, and came together as a new arrangement of the song that 


had already been recorded in England, which is the version that appears 


on “Amnesiac . Yorke told MTV that the song was written shortly after the 








end of the "OK Computer’ tour. The story of the track is quite curious; the 
songwriter himself explained it: "[...]I filled up a whole MiniDisc of stuff, of 
songs and half-formed ramblings or whatever. Then there was a lightning 
strike and it wiped it all [out]. I was really upset, ‘cause there was some 
really good stuff on it. But that was the general vibe of the house at the time, 
so I didn't think any of it. Then I forgot it, and six months later, I was in an 
airplane coming back from Japan or something and | didn't sleep at all. I 
hadn't slept for ages and ages. Suddenly, I was lying there, and I'd forgotten 
all the stuff from the MiniDisc, and ‘Morning Bell’ just came back to me, 
exactly as I had written it, with all the words and everything. It sounds like 
it's about a breakup, but it's really not. It's about being in this house. So there 
you go. You know, things are never that direct with me, unfortunately." The 
house that Yorke refers to is the one he bought shortly after the tour ended, 
the same where he wrote ‘Everything In Its Right Place’ and “Pyramid Song . 
He claims that he |...] bought this house, this empty house, and it had a ghost 
in it." A ‘friendly ghost, he adds later. If this quote is to be believed and taken 
literally, the inspiration for “Morning Bell’ came from a haunted house. 


However, the song's meaning is often considered as being about divorce, 


especially beacuse of the line ‘cut the kids in half”. And apparently, even 






















Thom Yorke himself recognizes that the lyrics might seem like they talk 


about this subject. 
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Release me 
Release me 
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Release me 

Release me 
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Release me 

Release me 


Where'd you park the car? 

Where'd you park the car? 

Clothes are all over the furniture 

Now | might as well 

| might as well 

Sleepy jack the fire drill 

Run around around around around around 


Cut the kids in half (x2) 


t. The really weird thing 


Is pretty much s 


ae 





kids in half’, which is dramatic no matter which way you read 

it." Commentators and fans always analyze the song as being about divorce, 
and if we take this suggestion in mind when interpreting the lyrics, they 
actually seem to fit quite well. This is very curious, since the tracks in "Kid 
A’ are always recognized as songs whose subject is almost impossible to be 
sure of. However, in the case of ‘Morning Bell’, audiences coincide in the 
song being about a couple splitting up. Maybe Yorke was being ridiculously 
cryptic when he said the song is about a ghost; maybe it is a ghost, but just 


no the most literal type of ghost. ““Morning Bell’ represents (to me) the 
aftermath of the catastrophe of “Jdioteque’. We cannot wallow in despair, 
and have to face up to the monotonous pain of living (“walking, walking, 
walking’). Maybe it’s a kind of divorce, a detachment from reality and a full 
life, simply staying alive out of habit, like a zombie.” This quote also tells us 
that quite probably the idea of ‘divorce’ in the song isn't the most literal 
either. Whether we think of the song as a track about divorce or as talking 
about something more mysterious, consumerism and possession are 


themes very present in Morning Bell’. But chances are that the song will go 


down in the band's history as a cry of despair from one half of a couple who 


suffers in the seemingle sadistic hands of the other half. 








The version of the song that appears in ‘Kid A’ is in 5/4, divided as a 
succession of 3+3+2+2 eighths, and is based on a repetitive drum 
pattern (which introduces the song as the ambient chaos of "/dioteque” 
slowly fades away) and on electric keyboard. It's pretty safe to assume 
that the song was written in piano, since we have seen that it was 
written in Yotrke's recently bought house after the "OK Computer’ tour, 
where he installed a piano and wrote some early songs for the sessions. 
After 4 bars of drums, the bass and keyboard enter the song, introducing 
the key of the song: A Dorian. The basic progression in the song is Am- 
Amaj7 (i-Imaj7), which indicates an important chromatic movement 
from C to C#; this interesting shift from minor to major is maintained 
throughout the song. Before the vocals enter the song, the band already 
presents us with a change to G-D (VII-IV), which is the harmony 
employed in the chorus. This refreshing and stable change contrasts 


with the poorly established tonality in the verse. 
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The melody in the verses starts on E, dominant of tonic A, and presents 
chromatic G natural, which comes with the change from Am to Amaj7. 
The part of the melody that eventually leads to the chorus revolves 
around A, and also includes a chromatic note in C natural. When the 
verse changes to the chorus, the vocals raise an octave up to a higher A 


that then descends to F#. This simple and sudden new melody works 


tightly with the harmony in contrasting both sections. 





The melody in verse 3 is different and stays on E; meanwhile, in the 
chorus Thom also sings E, but now as a monotonous succession of the 
word ‘round’. The bridge of the song includes a brief modulation to Em, 
upon which the chord progression of the verse is repeated: Em-Emaj7. 
The melody in this new section, logically, includes G natural (3rd of 
Em) and a new chromatic note in D#. A single bar on D leads the song 


back to the A dorian tonality of the verse. The song ends with nearly 2 


minutes of what we could consider an outro, in which vocal overdubs 























enter the song and begin a subtle counterpoint with the main vocal 
line, now relegated to a frantic mumbling of the word ‘walking’. The 
song builds up to a climatic noise-filled final section where both 
O'Brien and the younger Greenwood provide trademark ambient 
effects. Jonny, whose guitar entered before the bridge (the first climax 
in the song), plays in the manner that most closely resembles his six- 
string musicianship in previous albums: aggressive and distorted. 
However, Yorke told The Wire in 2001: [...] We had to beg him to play 
suitar on Morning Bell’, given that Jonny was more interested in other 
instruments at the time. 

The version of the song that appears in ‘Kid A’ is the only one of the 


two released variants that has ever been performed live. 




















J. Greenwood= Guitar 

C. Greenwood= Bass 
E. O'Brien= Guitar 
P. Selway= Drums 
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The last track in the album is also the oldest (considering "The National 
Anthem’ was just a riff created by Thom at 16, not a whole song), and it 
was actually written around the same time that “Creep”. It was first 
played live in 1996, and was initially considered for "OK Computer’; the 
track was performed in various encores during the tour to support this 
album. Back then, however, it was an acoustic number that featured just 
Thom on vocals and guitar; it also had some different lyrics, a slightly 
varied structure and an extra verse. Its songwriter was considerably 
satisfied with the song (“It's one of the ones I'm most proud of |...) , 
but, to Yorke's dismay, it wasn't included in “OK Computer’. 

The singer worked out a new arrangement of the song during the 
sessions for ‘Kid A and Amnesiac’: this new version of the song is 
played on a 19th century harmonium pedal organ, the same used in 


“Thinking About You’ from “Pablo Honey’. The choice of instrument is 


often attributed to Tom Waits, who Thom discovered during the 








recording sessions for “The Bends’. Talking to KCRW in 2000, Jonny 
Greenwood commented on the song's recording: '|...]we put some 
double basses and harp to try and sound like Alice Coltrane, John 
Coltrane's wife, who played lots of sitar-based kind of ground bass, 
repetitive Indian-influenced jazz." In the same interview, Colin also adds 
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in 2001 that the atmosphere the band was trying to create was 
influenced by the Disney films from the 50s, which seems to be the most 


logical explanation for the song's title. 


Red wine and sleeping pills 

(Verse 1) Help me get back to your arms 
Cheap sex and sad films 

Help me get where | belong 


(Chorus) Mialial.@neleha-melr- 74 vam nar-\Vel- mea) 


Stop sending letters 
Letters always get burned 


(Verse 2) It's not ike the movies 
They fed us on little white lies 
Cate atk) 
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The aforementioned third verse of the song included in the early versions 


of the song is rather cryptic and graphic: 


Beautiful angel 
maUll(sxemre|@y-laar-lme)iata 

Mi aale)(=xoxour- | ale malo1| @)(otsts 

| can't even recognize you 


Yorke to BBC Radio 1 in 2000: "I've always wanted that song to be this big 
tragedy |...| It's basically telling you you've been sold a massive white lie, 
and there's something essentially missing from your life. It's essentially 
Disney's fault.” This idea is expressed particularly clearly in the line ‘It's 
not like the movies/they feed us on little white lies." 

Much like it happens to many songs (“Morning Bell’ and divorce, 
‘Idioteque and the apocalypse, The National Anthem’ and society), 
audiences often label “Motion Picture Soundtrack’ as a song about suicide, 
which probably comes from the song's general character, the use of an 
organ and (sampled) harps and lines like I will see you in the next life’. 
However, in 2007, Observer Music Magazine asked Yorke if the song was 
about suicide; his reply: “No, ‘Motion Picture Soundtrack’ ends with little 


tweety angel noises, I seem to remember. |sings quietly| ‘I will see you in 


the next life...’ No, that could just be saying goodbye to someone dying. 
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things, can't you?” Therefore, it seems safe to say that the song wasn't 
written with suicide in mind. However, it does seem obvious that 
concepts like tragedy and even death, although not necessarily a literal 
one, are important to the song. The tragedy of life, where almost 
everything that you were told to believe, like, for example, in Disney 
movies, turns out to be lies. This interpretation of the song is the one that 
is possibly closest to what Yorke intended, if we are to literally believe the 
(o Leo) Kakoue- L oLon'ccrms bole cob ebed (om @-bele men u-veet-lalen mp Kelsr- Ware myoyelcmr-lololenmmeamonuranereame) (el 
and finding out how things really work in life. We could interpret the first 
verse as when the narrator realizes this sad truth and therefore his life 
seemingly looses meaning. He then recurs to a number of activities to 
calm himself down: red wine, sleeping pills, cheap sex and sad films, all in 
order to forget, nay ignore, the truth, and simply go back to living his life. 
The chorus of the song expresses insecurity about what ordinary life is 
supposed to be like; note the use | think and maybe. Since he has 
discovered this truth, the narrator feels confused and out of place. The 


second verse, one might argue, refers to the letters kids send to their idols 


hoping to get a warm reply. Nevertheless, Yorke also seems to confirm 








this illusion is in vain: the recipients actually ignore the letters and 
burn them. The last lines of the second verse might very well be the 
most important statement of the song, since it encapsulates this 
whole interpretation in just a few words, and also marks a thematic 
oop ebeKsxeunkopemslnemmetcmalntmua-(ol q@oymaetcw-llolsbeommuberclibamelcvaer-lenmuslomekye 
line of the song is the narrator acknowledging that the only thing he 
was told that wasn't a lie is death, and, therefore, he has to find 
comfort in it. This explanation of the lyrics is rather universal, being 
about life in general. However, the other most popular theory that 
explains the lyrics (besides the ‘suicide’ explanation) is that the song 
is about a relationship. If we interpret the song from this point of 
view, we can find a coherent narration about a couple splitting up. 
Incidentally, it also fits with the general idea of the song being about 
lies and truths: relationships are not like in the movies, and, often, the 
other person seems to be crazy. The unreleased third verse of the 
song, ignored and uncommented by its creator, seems to fit in with 


the ‘clone theory, but explaining the verse and its origin seems like a 


hopeless chore given the lack of information. 
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"Motion Picture Soundtrack’ is a slow and mournful tune, based on the 
Jake Ves nate) ohvano) wonraleccrem ohvainelome) ucx-bom-veKeme) eM Ge) u.¢omcm (color: | Krms DL=r-y 0) Lom ol -3 0 0te 
widely considered amongst Radiohead's most climatic tracks, the singer 
claims he had little emotional involvement in the recorded version: Yorke 
told BBC 1 in a radio interview in 2000 that he wasn't very interested in 
including the song in "Kid A’, and that it was included only because of the 
insistence of the other band members. Despite some arguably more 
sophisticated additions through the possibilities given by the organ, the 
harmony in the song is rather simple. The verse follows the progression: 
G-Csus2-Bm6-Cmaj7 (I1-IV-iii-IV). The use of tetrads gives the song an 
even more ethereal and ambiguous feeling. The very first thing heard in 
1d oLcm Warelel Qiu oLome) uct bom el tchavercmmeulmor-bueelevohamulsisom-mielolatcmolene 


recognizable melody on top: 








Similar low register melodies are maintained throughout the song, and 
create a very indirect counterpoint with Yorke's vocals. After the chords 


are presented, the vocals enter the song: 


to your—— 
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The melody in the verse is comprised 


| 
| 
il 
Ht 


GE ES 


- of two different ideas, one for each 





line. This structure is repeated twice 


Yorke first centers the melody around A and G, as the chords move from G to C; 
in the latter, the vocals descend to F#, dominant of Bm, and ends ona 
reassuring E as the harmony moves back to C. The second idea in the verse also 
starts on A, but suddenly moves to B, the dominant of G; its ending, however, is 
the same as in the first idea. 


The song's chorus introduces a new melody and a new harmonic 
progression, Em-C-G-D/F# (IV-vi-I-V). On top of this inviting and common 


chord progression, Yorke sings this melody: 
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I think you’re cra 








The vocals in the chorus consist of a melody that ascends and then 
descends, only to end on another ascension. The first upward movement 
Starts on E and reaches A, the mediant, as the harmony begins on Em. 
Then, the voice moves to G, yet another mediant, but this time of C. Once 
the harmony returns to home key G, Yorke's vocals stay on A, which is the 
same note that starts the verse. 

The second verse of the song introduces the Disney-like harp samples, 
inspired by Alice Coltrane, and, once the chorus is repeated, the song also 
presents a choir-like effect. It's ironic, although without a doubt, it is an 
intended irony, that the lyrics state “it's not like in the movies’ when, 
seconds before, the track suddenly becomes exactly like the soundtrack to 
the ending of a movie. So even when the song's title probably alludes to 
Disney, the song in itself sounds exactly like a stereotypical motion 
picture soundtrack. This is most notable in the song's ending, where the 


JaeVep nate) ehvarcdecener=)0) bral etcbelex-rmiuolr-Mucyo liom. Dolem ourcaoUhimebactect-lalem bua 


Yorke sings: 





























In the song's climax, its ending, Yorke rises to a high falsetto-sung E, 
descends to G, and then rises again, only this time he reaches F#, which is 
maintained as the harmony moves chromatically from D to C. The song 
ends on home key G as the organ and samples slowly fade away, 
seemingly signaling the album has ended. Only it hasn't. After a minute of 
silence, the hidden track colloquially known as "Genchildren” (named like 
WOVESMOLUCM MOM OOKomOlTcsmar-DoelcmnUelOmeonlarclibracsot-lucremuel-mau-(O q@e)emuelcmbelncowelcim 
begins. After less than a minute of unexpected ambient music, the album 
finishes with 1 minute and 50 seconds of complete silence. Much like it 
has happened with the rest of the album and, especially in this case, with 
“OK Computer’, listeners often connect this last instrumental hidden 
track is through a narrative to the rest of the album. It is similar to the 
hypothetical relationship between "Airbag’ and "The Tourist” because, to 
some, it marks the beginning of “Everything In its Right Place’, making 
“Kid A an album that mis nt also have an important rebirth/cycle 


thematic. To ot ii it is actually a short introduction to "Amnesiac". 









. Yorke= Vocals, organ 
J. Greenwood= Sampling 
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“True Love Waits’ is often considered one of Radiohead's best creations. 
It is also the closest the band has ever gotten to writing a stereotypical 
love ballad. It was first performed live in 1995, based on Thom’s guitar 
and vocals, and with some synth arpeggios in the middle of the song. 
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find a satisfactory arrangement so they discarded the recorded take, 
which remains unreleased to this day. Ed O'Brien told Rolling Stone 
reporters in 1998 that the song was being considered for release in their 
upcoming album. In addition to this, he talks of the song in two different 
entries of his diary, both dated 2000. In one of these he states: "[..] this is 
a song which has been kicking around for four years or so, in fact we 
recorded a version of it when we were making the last album and this is 
something like approach number 561. butitis a great song.....it's simply 
trying to find a way of doing it which excites us. and we may have found a 
way, at the very least we've found a new approach ........ basically the track 


has the same vocal melody but the chords have changed underneath it. so 


we ll come back to it and see how it sounds. it may of course be utter crap 








and we have so lost the plot on this song............... please dont let that be 
the case......... It's safe to say that the chord changes the guitar player 
refers to in this entry didn't stay within the song's arrangement, given 
that the harmony in the version released in 2001 and on the live video of 
its first performance in 1995 are the same. O'Brien, however, does seem 
to confirm something that already seemed rather obvious: The main 
problem with the song was its arrangement, and the roles of each band 
member in the track. Although it wasnt released on either “Kid A" nor 
“Amnesiac , the band did perform the track frequently in 2001. One of 
these live versions, recorded in Oslo, is the first official version of the 
song ever released, on the live album “J Might Be Wrong: Live Recordings’, 
also included on the 2009 Collector's Edition of the album (where “True 
Love Waits” was the only new song, given that "Kid A’ didn't have any 
singles and, thus, it didn't have any B-sides). Asked about the absence of a 
studio version of the song in after the release of the live album, Yorke 
replied: “I thought that was a pretty good version... If you know what I'm 
trying to say. So, yeah, you know, it’s not like we re gonna suddenly put a 


bloody great orchestra on it or something. So, I don’t know. You know, 


we ve tried a million different ways to do it. And I| think that’s sort of the 








And | think that’s sort of the best at the moment.” So, even when Yorke 
wasn't completely satisfied with the released version, he wasn't 
disappointed. Nigel Godrich, on the other hand, told Rolling Stone in 
2012 that the band has released this live version because Yorke needed 
to feel that his song was valid in the listener's ears. But the producer 
clearly wasn't happy with the release, sicne he refers to the it as that 
“shitty live version . After the release of "I Might Be Wrong’, the song 
became even more popular, although it was already one of Radiohead's 
most treasured gems because of its unofficial and unreleased status. In 
2006, the band presented a new arrangement of the song, this time on 
electric keyboard. Since the studio version of the song that was 
eventually released in “A Moon Shaped Pool’ in 2016 is based on 
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finally arrange the song in a successful way, although the version from 
2006 is still quite different from the one released in 2016; it would take 
them another 10 years to finally release the song as a studio version (in 
this span of time, Yorke performed the song as an acoustic song again on 


a number of occasions). In almost all of those 21 years, "True Love Waits 


remained highly popular and beloved. 








One of the band's most easily quotable songs, "True Love Waits’ is, as its 
title indicates, a love song. However, some people think the title is a 
reference to the Christian advocacy group of the same name that rallies 
against premarital sex (Yorke has never commented on this, so the 
coincidence might be purely accidental. The idea itself definitely is 
bizarre); to others, the title is a summary of the main theme of the song: 
romantic relationships need time and patience in order to work out. 
Another idea that the title seems to allude to is considerably cornier, 
although still possible, as the phrase has also been interpreted as a 
reference to the quite conceptualized idea that each person will 
eventually find love. As you can see, ‘True Love Waits’ does deal with 
some of the most stereotypical themes found in popular music; however, 
even one of the most seemingly traditional and friendly of Radiohead 


songs employs some trademark cryptic images and concepts. 


ll drown my beliefs 

(Verse 1) To have you be in peace 
ll dress like your niece 
And wash your swollen feet 
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(Chorus) 
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Maem kim ilfaremilaats 
boll milahamar-lalels 

Your crazy-kitten smile 
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(Chorus) 


And true love waits 
(Verse 3) Taare lelaitctemrelid(er~ 

And true love lives 
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(Chorus) 


From the very first lines of the song, Yorke evokes some rather unusual 
ways of expressing love: drowning beliefs, washing swollen feet 
(meaning the partner is pregnant), and, best of all, dressing like her niece. 
Yorke explains the last line: “the difference between young and old when 
people start to dress sensible and act their age. This person is offering 
not to do that to keep the other. Alles klarr?”. The first verse of the song 


indicates the narrator is begging his partner not to go, since, after all, 
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begins. Verse 2 contains one of the most desperate lines in the band’s 
discography: “I'm not living, I’m just killing time’. Dramatically, the 
narrator seems to assure the person leaving that life without her is just 
not life at all, but rather just a meaningless experience. The narrator 
then proceeds to tenderly describe his partner. Verse 3 refers to love as 
a Spiritual and life-challenging force, similar to that of something 
haunted. The other half of the Verse was inspired by a story Yorke read 
in a newspaper about a young boy who was left alone in his house for a 
week while his parents were on holiday; while he was alone, he fed 
himself on lollipops and crisps. This story might just seem like a curious 
anecdote, but its inclusion on the song can be interpreted as meaning 
that love will survive and endure on the most critical conditions 
possible. All in all, this interpretation of the song is very uplifting and 
cheerful. And, this being Radiohead, to some people the meaning of the 
song is exactly the opposite, since it was actually written as an ironic 
commentary on the idealization of love that people have, and of how we 
are willing to succumb and beg someone to stay under this fake ideas. 


Although I'd say the song is quite probably closer to the first 


interpretation, it is hard to deny there are some dark undertones in the 








lyrics in general. Still, it seems logical to state that "True Love Waits” is 
the closest Radiohead has ever gotten to writing a simple love song. 
The chords mirror the lyrics in that they first seem traditional and 
commonly found in various songs; however, Yorke introduces an 
unexpected chord in the verses, a trademark of his songwriting. 

The verse starts as the progression C-C/B-Am, but the comfortable 
relative major-minor change is interrupted when Yorke suddenly plays 
G#, which includes some important chromatic notes (although remains 
centered around C, given that the mediant of the chord is C). The song is 
played as an arguably fast 4/4, and Yorke often plays the C on the 2nd 
string through a hammer-on. In the second verse, Yorke introduces a 
simple counterpoint melody in the chords based around G, in the 1st 
string. It could be argued that this isn't a melody per se, but justa 
movement in the chords; either way, it is maintained throughout the 
rest of the song. In the chorus, the harmony changes to a simple and 
reassuring C-F-G (I-IV-V) progression. Therefore, the only chromatic 


notes in the song are displayed when G# is played; the strain created by 


this chord, however, is neatly dissipated in the rest of the sections. 








"True Love Waits” consists of three verses and their respective choruses, 
and the only difference between verses is that verse 3 has a calmer and 
quieter dynamic. The song ends with a repetition of the chorus. 

The song's melody in the verse describes a C chord with a suspended 
fourth (tonic C-dominant G-subdominant F-mediant E), and then 
ends on C that ascends to D, then to E, and then to C when the harmony 
changes to G#. Thus, the melody doesn't include any chromatic notes at 
all; the only time that it is likely to do so, the vocals maintain C, which 
retains the main tonality of the song intact, even though the harmony 
has moved unexpectedly. In the chorus, Yorke starts on C, goes up to F 
as the very chord is being played, falls to E as the harmony returns to C, 
and then stops until G is played. The chorus ends in Am on the guitar 
and C on the vocals, a dramatic and effective combination that 
resembles the verse. 

Through all its incarnations during the years, the song has retained the 
S¥eboelomotcbmoeteyohvar-Dolement=) (olen vsmnolomelor-Dorcxcrwol-hicomolctcsomepem-bwacbelecreel eles 
like dynamics, instrumentation and general character. Fans tend to 


consider '7rue love Waits" as one of Thom YorkKe's best moments as a 


songwriter. 
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Basic into 


- 2001 


- Recorded in France, Medley Studios (Copenhagen), 


Gloucestershire, Oxford. 


- Parlaphone 


- Produced by Radiohead and Nigel Godrich 


- Singles: Pyramid Song 





I Might Be Wrong 





Knives Out 





-Peaked at number 1 in the UK, 4in the US 


-Track Listing: 


1.Packt Like Sardines In A Crushd Tin Box 
2.Pyramid Song 

5.Pulk/Pull Revolving Doors 
4.You And Whose Army? 

5. I Might Be Wrong 

6. Knives Out 

7. Morning Bell/Amnesiac 
8.Dollars And Cents 

9. Hunting Bears 

10.Like Spinning Plates 

11. Life In A Glasshouse 








Background/Recording= 

“Amnesiac was recorded in the same sessions that created "Kid A”. We 
have already seen that these sessions were highly experimental and took 
the band on a new musical road. The 11 tracks that comprise the album, 
with the exception of ‘Life In A Glasshouse’ were all recorded before the 
release of “Kid A" in 2000. The short tour the band undertook to support 
“Kid A“ included songs from “Amnesiac”, which hadn't been released yet. In 
LUD aToMVACIOM Mikal oXemcy-bectcweckevcusommotcucllolevecmusctom acd (crcbicle mm ae-lencelelcr-lemcvecler-vacccte| 
on yet another tour, only this time it was focused on promoting 
“Amnesiac. Three singles were released from the album, all of them with 


their respective music videos. 


Artwork/packaging: 





The album cover was created by Donwood and Yorke. It depicts a crying 
minotaur and its conception was inspired by Greek mythology. Donwood 
stated that the artwork was created by connecting London to a mythical 
labyrinth through an allegory. London was, in Donwood's words, ‘an 


imaginary prison, a place where you can walk around and you are the 


Minotaur of London, we are all the monsters, we are all half human half 








beast. We are trapped in this maze of this past." 


Reception: 





“Amnesiac. is often seen as a weaker album than ‘Kid A”. Both its 
commercial and its critical reception were less enthusiastic than those of 
“Kid A’, although the album still was generally very well received. The 
main complaint (which remains to this day) is that the album as a whole 
is much less cohesive when compared to its sister work. The band 
members themselves actually seems to agree with this, given that Yorke 
told Mojo that ""Kid A” pulled itself together very easily and really 


obviously. But “Amnesiac: didn't ’. 





REVIEWER RATING 
Metacritic 75/100 
AllMusic 3.5/5 
Entertainment Weekl C+ 
The Guardian 
Los Angeles Time 3.5/4 


Pitchfork 9/10 
4/5 


Rolling Stone 3.5/5 
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Music: 





Ed: “What I want to stress... is that ["Amnesiac’ | is not just a bunch of 
leftovers we're putting out. It has to stand up on its own as a finished 
LP.” Following this idea, Colin adds that he's not sure ‘Kid A’ and 
“Amnesiac’ are two different records. Clearly, the 28 studio tracks 
jo) (ore bsXexe ole] AYA crs) 0 mA OLOLO = DoLeMMAOLON Gum 0) Lbtom- mecoyercy(elcsa-lo)(om-Deeleleponmeye 
unreleased material, were all part of Radiohead's new experimentation 
and process of finding a new sound. As such, they two works are 
undeniably a whole. But still, there are some major differences 
between the music on ‘Kid A" and the music on "Amnesiac’ ; the latter is 
generally considered to be a more accessible album. In Colin's own 
words, spoken to MTV, the tracks on “Amnesiac’ are ‘more traditional 
Radiohead-type songs together with more experimental, non-lyrical 
based instrumental-type stuff as well.” Selway told Rolling Stone that 
the recording sessions were divided into ‘two frames of mind... a 
tension between our old approach of all being in a room playing 


together and the other extreme of manufacturing music in the studio. I 


think “Amnesiac’ comes out stronger in the band-arrangement way. 








Yorke, on the other hand, thinks the album ‘gives another take on 
"Kid A, a form of explanation. ” 

The music on “Amnesiac’ could be generally categorized as easier and 
less challenging than the one on its predecessor album. But, there are 
some major exceptions. Arguably, “Pulk/Pull Revolving Door " and 
“Like Spinning Plates’ are as experimental as anything the band has 
ever released before or since, and the album also includes a 
considerably ‘static instrumental, “Hunting Bears”. “Kid A’ and 
‘Amnesiac’ have a lot of similarities, but, at the same time, they are 


immensely different, and not only in a strictly musical sense. 








CORT Gy IKE SARDINES IN A 
CRUSHED TIN BOX 











The title of the song is an allegory inspired by the streets of Paris, 
where drivers operate on little cars, like sardines inside of tiny boxes. 
Apparently, the misspelling of those two words in the title is a 
reference to a claustrophic feeling created by shortness of space. 

W Wels abacienun-(ol qevommetcm-vlolescombelsie-volahiacicincmmelcmoololelerm-belemucsits 
listeners early on that ‘Amnesiac’ isn't really very far away from the 
sound of "Kid A’, as some of the people who bought the album in 2001 
might have hoped. Colin told The Georgia Straight in 2001 that the 
song '|...] It's straight out of Thom's laptop." Indeed, all of the 
instruments in the song are either electronic or manipulated through 
digital equipment, like Thom's voice, which uses Autotuner, or the 
rhythm heard in the introduction of the song, which is a sample of 
Philip Selway playing kitchen pots. This last instrument, however, has 


also been suggested to be a percussive element found in an 
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After years of waiting 

To) ialiatemer= lente 

As your life flashed before your eyes 
You realize 


Mantel a=y-ls\e)ar-le)(-maarcla 
get off, get off, get off my case (x2) 


After years of waiting 
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The words in the different verses include some subtle variations. The 
chorus, meanwhile, is based on the monotonous repetition of the 
phrase ‘I'm a reasonable man, get off my case’. Whether you 
interpret the song to be about modern life, religion or even about self- 
improvement, the basic feeling expressed in it remains the same: 
disappointment. This disappointment comes ata very specific 
moment in life, one where you realize that everything you have done 
so far isn't leading anywhere worthwhile. However, the lyrics also 
state that the narrator is aware of this disappointment; after all, the 


lyrics describe that he realizes he is “looking in the wrong place’. So 


maybe the nihilistic pessimism expressed before can be followed by 








some kind of a second-chance in life. This positive outlook is also 
expressed in the song's chorus, where the narrator seems to defend 
his position: maybe he is supposed to feel guilty for everything that 
has happened so far, and maybe even for what may happen in the 
future. But he seems to repel this guilt, stating that he is a "reasonable" 
man, and ordering over and over that these negative feelings should 
‘get off his case’. It seems fair to assume that he doesn't feel bad for 
his actions because he only did what was in the limited reach of his 
possibilities (this last interpretation seems particularly possible when 
taking into consideration that the song might be about modern life and 
Sele (14/4 F 

“Packt’ is written in 4/4, but the combination between the different 
rhythms of the musical elements that appear gradually as the song 
progresses create an almost continuous polyrhythmic effect. The first 
percussion heard in the song (‘gamelan’, kitchen pots) mainly 
accentuate beats 2 and 4, although they often include quarter-note 


variations. Meanwhile, the electronic drums that join in soon after, are 


also based on beats 2 and 4, but between said beats, they mark 








quarter-notes with a bass sound. 18 bars of this rhythmic interplay are 


followed by a syncopated bass line, which also gives the first 


indications of the tonality the song is in. 





And the tricky part of the song is that there really isn't a tonality per se. 
“Packt” is written in D dorian, although centered around C instead of 
tonic D. The song doesn't use any chords at all, and, thus, is modal. 

The keyboard melody presents the musical character of the song quite 
clearly from early on: the idea is undeniably centered around D (in fact, 
the right hand never stops playing D, so the sense of the song having a 
tonal-center in D is never lost), and when it reaches C, on the 4th bar, 
the brief sense of rest that C provides is suddenly erased with a an 
unexpected return to D. This melody is the basic element of the whole 


song, apart from rhythm, given that it is always present. When played 


live, Colin plays this melody in a fuzz-filled electric bass. 








Yorke's vocal melodies also expose the modal character of the song: 


Verse 
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natural, which finishes the first idea. The melody in the verse, however, 
ends with another idea that incorporates modal mixture, as it describes a 
separate major D triad: it starts on A, includes a chromatic, although in 
this scenario rather comfortable, F#, and ends on tonic D. The chorus 
consists of a rather catchy melody that starts on D, reaches F, and then 
repeats D monotonously. D dorian isn't disrupted in the chorus. The 
structure of the song is simple and traditional: 3 verses with their 


respective chorus, a bridge and an outro. 














It's hard to identify the roles of each member in the song, since it 
seems possible that, for example, either Yorke or Selway recorded the 
digital drumbeat that appears in the song. The same thing can be said 
about the keyboard elements in the song. It does seem safe to 
assume, however, that the roles are maintained when the song is 


played live. 


|. Greenwood= Gultar, Keyooards 
C. Greenwood= Bass 

| Oa Os 3 (=) s meabbiucte 

P. Selway= Drums 
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It's seems Safe to state that “Pyramid Song’ is the most famous song 
on "Amnesiac': even more so, this track went on to become one of the 
most famous in the whole band's discography. It was released as the 
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and commercial success at the time of its release. The story of the 








track begins with the end of the tour to support "OK Computer’, and it 
mirrors the origin of "Everything In Its Right Place’: both songs were 
composed while Yorke was suffering from writer's block, they were 
both written on piano in his newly-bought house, and they both share 
the influence of Jazz musician Charles Mingus, most specifically, of his 
1963 song ‘Freedom’. Yorke summed this up to Mojo in 2001: “They 
were both written in the same week - the week I bought a piano. The 
chords I'm playing involve lots of black notes. You think you're being 
really clever playing them but they're really simple. For ‘Everything ‘| 
jo) moyen er-voaboetsre moehvaepecverome)tchisbotcabelnem-Mt-lolnolommoleimmagvacisstlemmielesetelcre| 
better untreated. ‘Pyramid Song ‘is me being totally obsessed by a 
Charlie Mingus song called Freedom and | was just trying to duplicate 
that, really. Our first version of ‘Pyramid’ even had all the claps that you 
hear on Freedom. Unfortunately, our claps sounded really naff, so | 
quickly erased them. Yorke wrote the lyrics inspired by an exhibition 
in Cophenagen about the Egyptian concept of ‘Duat' , which is what the 
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diary refers to the song, known then as “Egyptian Song’, on various 








instances. He refers to it as ‘one of the highlights so far", a feeling he 
clearly maintained given that he told Rolling Stone in 2001 that 
“Pyramid Song’ was ‘the best song we've recorded. All of the band 
members probably felt this way, given that the song was released as 
the first single from "Amnesiac" and the song is performed live 
regularly. The basic tracks of the song, upon which overdubs were later 
added, consist of a live take of Thom singing and playing piano, joined 
by Selway's drums; they were recorded in December 1999. The string 
arrangement that is featured in the song was recorded the same day, 
and by the same musicians, as the arrangement of “How To Disappear 
Completely’. Both arrangements were written by Jonny Greenwood 
and recorded in Dorchester Abbey. Ed's diary also tells us a very 
pooh exe) ae volem-Deromersba (one tower. (cimr-lolelehmmnselomol-)uclosovelsomepmuslcmepeteemercsinelcye 
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studio version of the song ("I haven't really been involved in this song 
so when [ hear it I think I’m able to be fairly objective about it [...]"). 


By February 2000, the song was mixed and, thus, could have easily 


been released on "Kid A’. 








Apart from the concept of the Egyptian underworld, the lyrical 
influences of the song are Dante's Divine Comedy, the Tibetan Book of 
the Dead, the Egyptian Book of the dead, Herman Hesse's Siddartha 
and the cyclical ideas about time of Stephen Hawking and Buddishm. 
Yorke, to MTV:” That song literally took five minutes to write, but yet it 
came from all these mad places. [It's] something I never thought I could 
actually get across in a song and lyrically. [But I] managed it and that 
was really, really tough. [Physicist] Stephen Hawking talks about the 
theory that time is another force. It's [a] fourth dimension and [he talks 
about] the idea that time is completely cyclical, it's always doing this 
[spins finger]. It's a factor, like gravity. It's something that I found in 
Buddhism as well. That's what ‘Pyramid Song’ is about, the fact that 
everything is going in circles.’ The lyrics in the song also include two 
lines found in other songs. The ending of the first line in the song is 
taken from the traditional spiritual “Swing Low, Sweet Chariot’: “| 
looked over [river] Jordan, and what did I see?”. Meanwhile, Yorke also 


borrowed a line from Tom Waits, found in his 1985 song "Clap Hands", 


“They all went to heaven in a little row boat.” 








| jumped in the river, what did | see? 
Black-eyed angels swam with me 

Naa aeleamicllme)msits|acm-laremrslsitrs| Merl as 
And all the figures | used to see 


All my lovers were there with me 

All my past and futures 

And we all went to heaven in a little row boat 
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"Pyramid Song’ consists only of these 8 phrases, which are repeated 
once. The central theme of the song is dead, and there is very little 
doubt about it. The chorus of the song, which is repeated a number of 
times before the song's outro, indicates “nothing to fear’ or ‘to doubt’, 
which seems like quite a clear reference to inevitable and feared 
death. However, the song's mystical imagery may refer to a variety of 
specific concepts. The lyrics have links to Dante's Inferno, and might 
be a narration of the journey Dante makes in the work. This would 
explain the reference to a river (River Acheron) and to black-eyed 
angels (demons), amongst other ideas. Meanwhile, "A moon full of 
Stars and astral cars’ is similar to the last line in the poem: The 


beauteous shining of the Heavenly cars. And I walked out more 


beneath the stars. Butit seems more likely that the song as a whole 








is areference to Egyptian mythology. The river the song talks about 
is the Nile, and the IT’ in the song is actually the journey of a soul 
according to the Egyptians, who, for example, were buried with their 
lovers (‘all my lovers were there with me’). Yet another possible 
interpretation of the song is that is about death, but to be more 
specific, about losing the fear of dying. And maybe this loss is 
explained, or at least inspired, by mythological beliefs. For Egyptians, 
death was only a step taken towards the next life, one where the 
deceased would go on to live eternally. Therefore, perhaps there 
isn't any fear of death, because when seen from this perspective, the 
act of dying stops being an unknown and unfortunately imminent 
moment, and instead just becomes a part of existence. It seems likely 
that this is the relationship between the lyrics of the song and 
Yorke's interest in ‘cycles’. Then again, maybe the narrator clearly 
isn t afraid of death since he is killing himself by jumping in the river, 
and the sacred figures that appear to him are not the typical angels 


of heaven, they are black-eyed angels, which arguably confirms that 


there is something very dark about the overall situation. The next 








lines seem to confirm that the narrator is dying, and that he is very 
aware of it. He describes the last things he sees, "a moon full of stars 
and astral cars’, and his life flashes before his eyes: “all the figures 
used to see’, all my lovers’, ‘all my past and futures". The line 
Yorke took from Tom Waits (who borrowed it himself from Shirley 
Ellis’ 1965 song "The Clapping Song") refers to the image that 
impressed Yorke the most (according to Colin Greenwood) when he 
visited the 1999 Copenhagen exhibition. In Egyptian mythology, the 
trip the soul takes to reach the afterlife is made by boat. Thus, the 
‘we that the song includes when the line is sung doesnt necessarily 
refer to the angels, or to the narrator's lovers. It probably means 
other recently deceased souls, who also have to travel in this boat to 
reach eternal life. The meaning of the final line in the song indicates 


that there is no fear about what is coming after death, and, ina 


certain way, there isn t any doubt about what it will be. 


In a complex way, Pyramid Song’ might be interpreted as a positive 


song, about how it isn't really necessary for people to be scared of 


the unknown, even of the biggest mystery of all: death. 








Phil Selway told Drowned in Sound in 2015 that "The constituent 
parts [of the track] are all quite simple, but I think the way that they 
then blend gives real depth to the song’. "Pyramid Song’ is, in fact, 
made up of seemingly basic elements that then create a deep and 
immersing song. Perhaps the most controversial element of the song 
is its rhythm and time signature: listeners throughout the years have 
had different interpretations of the rhythm in the song, and it is no 
doubt ironic that Selway refers to the song's rhythm, one of its 
constituent parts, as ‘simple’, since the time signature of this song is 
often seen as one of Radiohead's trickiest devices. But, then again, 
both the rhythm of the track and Selway's playing come from 
musical influences that, by definition, tend to be more sophisticated 
than Rock. The time signature of the song is 4/4, but it accentuates 
quavers in a way that is very common in Latin rhythms (Clave 2-3, 
Clave 3-2); Selway's drumming, meanwhile, bears a clear Jazz 


influence, which also tends to accentuate beats unequally and on 


irregular ways. 











It has been noted that the song's name might be a reference to this 
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Still, there are various ways of interpreting the song's rhythm: 
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However, before the time signature and rhythm of the song is clearly 
established, we are first introduced to the chord progression of the 
song, which is based on F#, G and A, and changes to F#m, E and G at 
certain points. (Thom plays some of them as tetrads: Gmaj7, A6 and 
Eadd9) The first three are the exact same scale degrees used in the 
introduction of “Everything In its Right Place’, only a tritone away. 
And just like it happens in that song, establishing the key of "Pyramid 
Song is difficult and leads to different conclusions. At first, it would 
seem like the song is modal: F# phrygian. But once the song changes 
chords, and once the vocal melody is presented in the refrain, it 
becomes clear that the song is most likely written in F#, but uses both 
LcLOvUEcbem-DoLemoyebascat-bemoelereccrymenelcm nom ect-) (0) ar-velemoedbeceyameetexent-bolacym-vere 
due to the regular and lowered supertonic. It also seems possible that 
the song is written in A major, which seems especially possible when 
the harmony changes to F#m-E-G, and would also indicate the use of 
chromatic mediants. Continuing with the “Everything In Its Right 


Place’ similarities, the song could also be written in B minor, even 


when this chord never appears in the song. (In the first track of "Kid 








A” the key was F minor). If we see B minor as the home key, then 
this leaves us with the basic scale degree movements V-VI-VII and v- 
IV-VI. Independently of the tonality, the song ends on an F# chord. 
The song starts with Yorke's piano and with strings /Ondes 
Martenot adding ambient background. After 8 bars of chords, the 


vocal melody introduces its first idea, sung as soothing falsetto line: 





The melody starts on F#, which is appropriate given that the song is built 
around this note, and then it moves through the notes immediately up and 
down: chromatic G natural and E. One of the most instantly recognizable 
melodies in the whole song is the triplet (G#, E and F#) followed bya 
scale-descent to C#. 


This is followed by the verse, which presents yet another melody. This 


new phrase will be based on C#, a note that appears in both F# and A, 


but sounds tense when played when the harmony changes to G. 








—— 


jumped in the ri- ver and 





When G Is played, the melody briefly changes to its mediant B, so the sound of 
a flatted dominant, created by the presence of C# doesn't strain the ambience 
too much. 


After a bar of vocal silence, the harmony changes to F#m-E-G, and Yorke 


sings anew melody: 


—" 


RS 





Black eyed an ~-_ gels swam with 
The new idea starts on A; after reaching B, the melody eventually descends 
and ends on F#. Backed by the new, less ambiguous harmony, this melody 
provides the song with a more relaxed passage. The tonality is still unclear, 
because, although the use of A seems to indicate that tonality, the phrase still 


ends in F# (just as the harmony moves to Gmaj7, and the melody and chord 
reinforce the major 7th sound of the passage) 


The song's refrain, ‘there was nothing to fear and nothing to doubt’, is 
sung through this last melody. Once the lyrics have been sung for the 
first time, the song returns to its initial "Oh" melody. When the drums 


come in, the song becomes considerably more climatic. The 


strings/Ondes Martenot duplicate the wailing melody, and then the song 








moves to a new repetition of the lyrics. This section, the climax of the 
song, is especially characterized by the strings, which so far had only 
added ambience to the track. But now they move along with the 
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the final repetition of the refrain, the strings briefly quiet down, only to 
reappear in the instrumental outro, which that creates yet another 
moment of climax. The song ends with ambient noise, created by both 
the strings and Ondes Martenot. When "Pyramid Song’ is played live, Ed 
O' Brien recreates the ambience created by the strings through his 
suitar. Meanwhile, Jonny Greenwood plays the Ondes Martenot; he 
often also introduces the track softly playing his guitar with a violin bow 
in order to recreate the ethereal character of the studio recording. Colin 
Greenwood plays upright bass, and sometimes does something similar 


with the bow of his instrument. 
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P. Selway= Drums, 
John Lubbock= Conducting 


Orchestra of St. John's= Strings 
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“Pulk/Pull Revolving Doors’ is by far the most experimental track in the 
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challenging studio recordings the band has ever released. It was 
created in the experimental two weeks in early 2000 when the band 
followed Nigel Godrich's suggestion of recording using only computers 
and synthesizers. According to Ed O'Brien, "20% of [the result of this 
approach| was good, and the other 80% was utter rubbish.” In that 
approximate 20% was Pulk/Pull”. According to Colin, the song “was 
made using an MC505 and some loops, together with some other found 
loops that we made in St Catherine's Court when we were recording 


“OK Computer’. Some of the sounds used in the track are highly 
manipulated excerpts from the version of "True Love Waits” that the 


band had recorded (but has never released) for "OK Computer’. Colin 


also told The Georgia Straight in 2001 "[...| That song is my favorite 








track, I think." The song consists of a Hip-Hop influenced beat that 
accompanies various sonic ambient passages and a voice that recites 
words. Yorke created the melody through a similar method to the one 
used in Kid A’, only this time it was using a computer and Auto-tune. 
As he told The Wire in 2001" [the program] desperately tries to search 
for the music in your speech, and produces notes at random. If you've 


assigned it a Key, you ve got music. 


PNalemialslacWr-| acm eoNVZe) hv ale melele) 


Yolo) e-e) am ial-maule(e(-)e-me)ime)(e mall ey 
We are revolving doors 


There are doors that open by themselves 
There are sliding doors 
And there are secret doors 


Revolving Doors" for example, is something that happened in my 
brain where... Like, Alice in Wonderland. Where she walks down the 
corridor and there are lots of different doors. I was sort of in that 
corridor, mentally for 6 months. And that was an extremely central 


part, for me, what I was writing. ‘Cos every door I opened, it was like, 


dreading opening it. Cos | didn't know what was gonna happen next. 








See, that makes perfect sense!" The doors in the song are often 
interpreted as symbolizing choices. For example, a big barn door 
important and equally big decisions in life, while revolving doors 
symbolize everyday decisions that don't seem to be very influential in 
the immediate future. The misspelling of the word ‘Pull’ as ‘Pulk’ has 
never been explained by the band, although some people think that it 
is anod to Yorke favorite Aphex Twin, who often deliberately 


misspells song titles. 





©D You AND WHOSE ARMY? 


“You And Whose Army? is probably the most political song in “Amnesiac , 


along with “Life In A Glasshouse’. The band started working on this song in 


mid- 1999, but they struggled to complete it until early 2000. When 








compared to many of the songs that appeared in ‘Kid A’ and ‘Amnesiac’ , 
this track doesn't sound so radical and experimental, although the sonic 
manipulation of the instruments involved (particularly the vocals) still 
reveal a considerably experimental character. It is also one of the few 
songs that resulted from the sessions to be recorded by the whole band 


Uatésmeyele slomcrnerenrey 


When Mojo asked Yorke in 2001 whether or not the song was meant to 
be about Tony Blair, the singer responded: “Originally, it was about the 
voices in my head that were driving me round the bend - to be honest 
(bursts out laughing). And then, once I came up with that ‘You And 
Whose Army’ phrase, I was able to stick other ideas on there and Blair 
emerged as the song's real subject matter. The song's ultimately about 
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betrays them - just like Blair did. At the same time, I think he couldn't 
help betraying this country. I think the man’s a fool. He's just a product 
of his time, like any important public figure. I've become slightly more 


charitable towards him of late. Anyone who's put into that position just 


immediately becomes like all the people surrounding him. He can't help 








it - that’s just who he is. So it's never been a personal thing. When we 
put that image of Blair in the Kid A booklet, it was just us saying, ‘He's 
just a public figure. He's fallen from grace and he's useless like 
everybody else. The problem with Blair is that he's surrounded by all 
this other stuff that will end up destroying anything worthwhile he as 
a human being might want to achieve. That's why I call him ‘a fool’, 
because a fool is just someone who plays to the court; he's a court 
jester, in other words, and that's all he is. But that's basically the same 
with most presidents these days. I'm not saying things here that most 
people don't already recognize themselves, I'm sure. Thus, the song 


has an obvious political meaning and inspiration. 


Oro)aatome)apmee)aal- mela 

yColUM alin @ayolemelal{cmanlomerr-VA\, 
Oro)aatome)ammee)sal- mela 

You and whose army? 

b Col U = laloM'{o)0] merce) aliess 


(Oxo) aal=melammerelant= mela 
Holy Roman empire 
Oro) nal-melamimycelemialials 
Oro) pal-melamimcelemialials 
You can take us on 
b ZolUmer-lato1.<- meme) a 
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You forget so easily 
We ride tonight 

We ride tonight 
Ghost horses 
Ghost horses 


Also to Mojo: "The song's ultimately about someone who is elected 
into power by people and who then blatantly betrays them - just like 
Blair did.” The most immediate interpretation of the song is that the 
narrator is speaking in favor of the people, who have decided to 
challenge their political leader. The first two verses of the song seem 
to express the anger of the people, who, in their rage, are apparently 
convinced that if the masses join forces they will be able to bring down 
their government. However, by the song's end, the idea of riding in 
‘ghost horses perhaps states that these ideas aren't close to being 
materialized. However, this interpretation doesn t seem very 
complete, since it leaves out a lot of symbolism. While most 


interpretations agree that the first verses in the song are about the 


popular classes toppling the people in charge, the references to the 








Holy Roman Empire and to the ghost horses are still hard to interpret. 
The narrator links the government to the Holy Roman Empire; this has 
two major interpretations. First of all, that the government he is talking 
to is supposed to be very important and big in their own eyes, like the 
Roman Empire, but according to the narrator, they really aren t at all. 
Thus, the narrator is mocking this false belief and self-confidence. Not 
entirely apart is the second interpretation, which compares the 
government to the Holy Roman Empire because the latter was neither 
holy, nor Roman, nor an empire (As Voltaire famously said in 1756). 
This comparison, then, is also mocking the government for thinking 
something of themselves that they obviously are not. In either case, the 
reference is sarcastic and meant as a clever insult. There is also 
another important line that is deliberately ambiguous: ‘you forget so 
easy . This might be a message from the narrator to the people in 
charge; since they often forget the things they promised to do (when 
electioneering) once they become powerful. In contrast, it might be the 


narrator talking to the people, saying that they forget the power they 


have as citizens. Some listeners also maintain that the ghost horses 








may refer to the 4 horses of the apocalypse, and that the song's main 
theme is actually death. Perhaps the ‘ghost horses aren't real, they are 
just something the narrator whishes that their people had in their side, 
but they don't exist. However, one could argue that the song declares 
“we ride tonight’, which would mean that the attack he is teasing with 
in the verses is just a plan that he hopes will happen in the future: 
tonight, but not now. If we have this in mind, the idea of the ghost 
horses representing an attack that never materializes seems very 


possible. 


The music of "You And Whose Army?" was influenced by 30's Pop vocal 
eroup the Ink Spots, a group that Jonny Greenwood was listening to 
during the recording sessions. I have already mentioned that this was 
one of the songs of the era that was recorded live by the whole band. 
Ed told Rolling Stone in 2001: “We did track that one together. We 
rehearsed it a bit, not too much, then just went in and did it. It’s just us 


doing our thing as a band. It’s interesting because the whole lead up is 


about two minutes - holding back, holding back. Then it breaks out for 








that final minute. In the Radiohead of old, on "OK Computer’, that break 
would have lasted four minutes. We would have carried on 

‘Hey Jude -style. This song is also distinguishable because the little 
experimentation that it features (when compared to songs like 
“Treefingers’ or "Pulk/Pull’) is purely based on how the instruments 
sound: this is one of the aspects of the song were the influence of the Ink 
Spots is notable, since the effect that was desired was one reminiscent to 
the old records by the band. The band worked out a method to obtain 
this sound, which Jonny Greewood revealed to The Wire in 2001: "We 
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need all the other gear, like the old tape recorders. So what we ended up 
using is an egg box. And because it's on the vocal mic, and the whole 
band's playing at the same time, everything on the track goes through 
this egg box.” In addition, the song also uses another invention by 
Maurice Martenot, creator of one of Jonny's favorite instruments during 
the sessions for the album: the Palm Speaker. "It's a bit like a harp witha 


speaker in the middle of it. The strings are tuned to all 12 semitones of 


an octave, and when you play a note in tune, it resonates that specific 








string and it creates this weird kind of echo that's only on those 
pitches. This is what gives the track such a (ironically) ‘ghost’- like 
feeling. But apart from this, the song uses common instrumentation, a 
simple, although not completely traditional, structure, and a 4/4 
rhythm throughout. The song is written in E major, but employs a 
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that leads the song's chord progression in the verse is based on 


fourths and fifths. 


D#m-G#-C#m-F#-Bm-E-A-C#m (vuil-II-vi-II-v-I-IV-vi) 


The progression stars on a rather tense downward movement, that 
Starts on the leading tone and eventually reaches the tonic. Then, the 
song moves to a more Stable passage, which passes through 
subdominant A to reach E's relative minor. Although the movement in 
the verses isn't entirely subtle, it doesn't include any chromatic notes. 


However, Yorke's vocals start on chromatic A# (they also introduce 
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return from this note to A#. As the harmony moves to the tonic, the 
melody describes a descending E major (with a low 9th). The last 
descending idea of the melody (which describes a C#m chord as the chord 
is being played) immediately returns the song to the beginning again. 
While the guitar plays the chord progression and Yorke sings the main 
melody, homophonic vocal overdubs provide Vocal Pop-like ambience 
(another example of the influence of the Ink Spots in the song). The vocal 
melody is varied throughout the verses (and at some point, include a 
chromatic natural G) although it always follows the same basic ideas. After 
little more than a minute of, Yorke's descent from A to E, and its following 
upward movement to F# introduce what is commonly referred to as the 


‘bridge’ of the song. The guitar changes to the progression D#m7b5-G#7, 


which is repeated twice and then followed by C#m-C#m/B-A#m7b5. 
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creates an expectancy, importantly built from the use of a flatted 
dominant, which gives the passage a tense character. The ensuing 
relative minor-based progression presents a passage that initially 
sounds more melodic, but suddenly turns tense again through the use of 
yet another flatted dominant, this time on subdominant A#m. The bridge 
creates some kind of a build-up for the explosive outro (or chorus) of the 
song through the strain of this harmony, which is also played by Colin 
Greenwood in an upright bass. Meanwhile, Yorke sings the following 


melody on the second chord progression (C#m-C#m/B-A#m7b5) of the 


eda letexen 
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You and your 


ascends from tonic E to G 


The feeling of tonal incompleteness caused by the harmony in the 
bridge is eventually forgotten once the bridge structure id repeated for 


the third time: as Yorke sings "you forget so easy , the rest of the band 


joins in as the progression moves from the unresolved A#m7b5 to C#. 








The last section of the song, much louder than the preceding sections, 
includes a modulation to C#, which contrasts directly with the sections 
before given that its parallel minor was used frequently (Indeed, some 
people have argued that the song is written in C#m instead of E major, 
which would make the modulation from C#m to C# seem even more 
deliberately contrasting). The chord progression, now mainly 
established by both Yorke's piano playing and Jonny's guitar is C#5-E- 
F#-C#, which would indicate a chromatic movement in E. We could 
also view this progression as starting on a E/C#m tonality (since the 
first C# of the progression is ambitious due to the lack of a clear 
mediant), and then suddenly changing to C#. Either way, it becomes 
clear that C# is the tonal center of this last section, and the song 


finishes on this chord. 


We ride oO - night, 





Sung in homophonic vocals. Note the chromatic natural E that is sung 
when E major is played. The main vocal line sings C# and E and, thus, it 
doesn't indicate any strong connection to any tonality. It does, however, 
accentuate the use of E major. 








ghost 





The second melody in the outro starts on C#, descends to chromatic 
natural B, and then ends on G# (dominant of C# major and minor). 
However, the final note sung by the higher homophonic vocals is an F 
(which has to be syntactically written as E#), mediant of C#. 
Therefore, the song clearly resolves on C#, and part of that feeling of 
resolution is provided by the vocals. 

As O'Brien noted in the earlier quote, the song's climatic finale lasts 
much less than the listener can't help but expect. These brief 
emotional endings will be repeated in future albums, like, for example, 


in All I Need" from "In Rainbows". 


C. Greenwood= Upright Bass 
E. O'Brien= Guitar 
P. Selway= Drums 
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"I Might Be Wrong’ was released as the second single from 
"Amnesiac . It was created as essentially a Thom Yorke home demo. 
The singer revealed some of the song's background to Mojo in 2001: 
It's a document of a complete crisis point, basically. I live on a beach 
and one night I went out on my own and looked back at the house and 
even though I knew there was nobody there, I could see a figure 
walking about inside. Then I went back to the house and recorded that 
track with this presence still there |...| The song really comes as much 
from what my long-term partner Rachel was saying to me, like she 
does all the time, "Be proud of what you've done. Don't look back and 
just carry on like nothing's happened. Just let the bad stuff go.” When 
someones constantly trying to help you out and you re trying to 
express something really awful, you're desperately trying to sort 
yourself out and you can't - you just can't. And then one day you 


finally hear them - you finally understand, after months and months of 


utter fucking torment: that's what that song is about." When asked if 








this ‘figure’ was a stalker, Yorke laughed and responded that it was 
just something created by his mind, “as usual’. 

Ed O'Brien's diary never mentions a song titled “J Might Be Wrong’, so 
we can be quite sure that the track was finished considerably late into 
the sessions. However, it does have several mentions of an unnamed 
track that could very possibly be this song (In 2 of those 3 possible 
mentions, O'Brien praises Colin's bass work on the song). It also 
seems quite possible that the track was finished after O'Brien stopped 


writing his diary in June 2000. 
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Start again begin again 

Let's go down the waterfall 
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Never go back 
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Let's go down the waterfall 
Have ourselves a good time 
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Come back (x2) 


Interestingly, Seventeen Magazine conducted some kind of a contest 
in 2001 where they asked listeners to interpret the song's meaning, 
after which Yorke would rate and comment their perception 


according to how close they were to the ‘truth’: 


"It's about a past relationship that was really bad. But Yorke's getting over it. When he sees 
the light, he decides to move on w/ someone new. The waterfall symbolizes a rebirth for him 
so he's able to forget about the past. And the ‘open up and let me in line’ is kinda of sexual.” 
Yorke's response: "Well done! You have one side of it correct. There are, as always, other 
aspects. I'm just a receiver being beamed messages from the cosmos. Who am I to reason w/ 
them?” Rating: 9/10. Max Greene, 18. "Yorke is talking about a relationship that he realizes 
he's sabotaged. If he just goes down the waterfall and lets things happen as they may, he'll 
have a lot more fun. Thought he's been through a serious breakup, he is pretty optimistic 
about the future.” Yorke's response: ‘Trying to be optimistic, yes, but it's not as personal as 
you imagine. Confusing, Max. Sorry." Rating 5/10. Jamal Thomas, 18. "I think the song is 
about alcohol. When Yorke says ‘Open up and let me in,’ that's booze talking. He's going on 
another partying binge and the waterfall symbolizes a trip he's on. He's drunk, so he's 
basically happy. But when he stops drinking, he gets depressed. Yorke's response: "Oops, I 
think you may have missed the point. Or hand on, maybe not. The ‘open up’ but is sort of the 
rush you get, but it's also your lover talking. it's about dancing and talking and forgetting. And 
it's the time when you stop drinking get depressed and your brains turn to putty." Rating: 
6/10 .Eric Reynolds, 18 "The song is about the merging of life and death and getting past 
your mistakes. Yorke questions what comes in the afterlife. The waterfall represents moving 
on to the next world, and when he sees the light he thinks he may have seen death. but then 


he realizes there is a future and that he wants to live life to the fullest.” Yorke's response: 


“That's good. I spent a lot of time watching things die. Walking a lot in vast landscapes, 








watching the seasons change, ancient rocks, rotting carcasses, flowers blossoming, rivers 


eurgling. I was reading The Tibetan Book of the Dead as well." Rating: 11/10 The Real Deal” 


Yorke then adds "It's funny, this song was first-take words and 
singing, and I can't even remember doing it, except for having the 
feeling of someone watching over me |...]| Regretting past actions is a 
trap that can destroy you. Mistakes make you realize that you always 
have to keep learning, and it's only pride that stops you. So much for 
analysis. Was it good for you?” This ‘contest’ is interesting because 
Yorke very rarely comments on his lyrics, and let alone rates other 
people's takes on them. But they provide some highly valuable insight 
into the meaning of these lyrics. At the time of its release, it was 
labeled as the closest Radiohead had ever gotten to recording a love 
song (ignoring the teenage love songs on ‘Pablo Honey” and 
remembering that "True Love Waits" wasn't an Official release yet). 
Although this isn't completely true, the song does include a line 
directly meant for Thom’'s girlfriend, Rachel: “What would I do if it 


wasn't for you?’. But the song's overall theme seems to be far from 


love, but rather rebirth, or second opportunities. Still, love might be a 








very important part of this new way of seeing life. As the last answer 
that Yorke provides in the magazine contest points out, death is also 
an important theme of the song, given that this sense of rebirth seems 
to stem from a realization of what afterlife and mortal life might mean 
for an individual in the present. Therefore, the subject of death in the 
song isn't necessarily depressing and pessimistic, but is rather seen as 
just one more part of life. Indeed, "I Might Be Wrong" is arguably a 
considerably uplifting and positive song, and this is evidenced in the 
very first verse, where the narrator thinks he has just seen “a light 
coming on’. Here, the light is symbolic of some kind of hope, perhaps 
even of the beginning of a new era, where the narrator stops thinking 
that there is “no future left at all”. He then indicates that he used to 
think this, which seems to confirm that the narrator's outlook has 
changed. However, the most important symbol in the whole song is 
quite possibly the ‘waterfall’, which seems to be a cryptic metaphor 
for this new way of seeing things because, after going to the waterfall, 


the narrator urges to think about the good times and never look 


back." If we look at the song like this, we find that the track is about 








learning from experiences, and always focusing on remembering the 
eood times in order to keep on moving forward. However, this 
interpretation might seem somewhat shallow. Some listeners take the 
basic character of this interpretation and apply it on a religious 
and/or spiritual level. Herman Hesse's 1922 novel, “Siddartha’, a 
river is used as a metaphor for life; this is clearly epitomized in the 
line ‘They all became part of the river". There are two other songs in 
“Amnesiac: that reference a river: “Pyramid Song’ and “Like Spinning 
Plates”. Tellingly, they are placed in the beginning, middle and ending 
of the album. Thus, the idea of an even larger thematic idea being 


present in IJ Might Be Wrong” seems very possible. 


Out of all the material recorded for both "Kid A” and "Amnesiac", only 
a handful of tracks were guitar-based. One of these is "J Might Be 
Wrong"; nevertheless, in the final studio version released by the band 
this isn t completely obvious, given that synthesizers and electronic 


beats are featured prominently throughout the track. However, the 


song is still based on a variety of guitar riffs. 











The song starts with a synthesizer that already establishes the song's 


tonality of D minor: the first note heard is a low D, which then ascends to 
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important note in the song. Soon afterwards, the basic element of the 


song, a drop-D tuned guitar, introduces a riff: 


The melody spans an octave, 
from a low D to a higher D, and 
also uses F and G. The 
repetitive nature of the idea 
makes it sound like a loop 





After the riff has been presented, the song introduces an electronic 


drumbeat; afterwards, the digitally manipulated vocals enter: 





might be wrong, 


The vocals start on A, and, even though they reach tonic D, they end on A. Thus, 
the D tonal center isn't entirely assured on neither the guitar nor the vocals 








Both the guitar and the vocal melody include many variations: the guitar 
LoKokcw- We obhcd ews ene)comabectommemabectommn eb (cmuetomicoler lime Dmrmmolcmontcsleleaamolens 
tend to end on A. 

Arguably similar to what happened in the first track of the album, the 
instruments on "J Might Be Wrong’ form an accumulative groove based on 
the rhythmic elements of each different instrument, which are quite 
similar to the character of the first basic guitar riff; incidentally, the 
harmonic character of this elements are also similar to the vocals and 
guitar, since they never establish the D minor tonality of the song clearly. 
This groove keeps on getting stronger as the song progresses (although 
on the chorus it momentarily stops), and is mainly constituted by 
synthesizers. Nevertheless, Colin's bass line is also very present, and it is 
notable for its rhythmic-inclined nature; the bass player stated that when 
he recorded he ‘had it in mind that I was Bernard Edwards |...|". 

The verse is always based on this D-minor tonality, which tends to reach 


A, but this section also changes to a guitar riff based on a reassuring idea 


that goes from Bb to F (‘there is no future left at all”). 








there 1s no fu - ture left 





Starting on A, the melody also includes both F and Bb. However, when the 
harmonic center of the section returns from Bb to Dm, the vocal melody 
presents another idea that ends on dominant A 


The only distinction between the song's pre-chorus and its verse is 


Yorke's melody: 


etiti., 





Yorke maintains a high F, which then moves to A, and then descends to E. The 
second idea reaches G and eventually ends on F. This passage moves through 
Slightly clearer tonal territory, although home key tonic D isn't present 


The song's chorus presents a much less static harmonic progression and a 


aubboebect-e) (cymer-lnelehvapentsslelenre 








———— 


down ré - ter - fall. 
down 9 - ter — fall. 


Think a - bout the good times, ev - er 
Have our-selves a good time it's noth - ing 


aennW= 


= aS 





The guitar now marks the chords Gm-F-Am-Gm-Dm-C-F-Gm (always 
playing the mediant as the highest note). The time signature briefly 
changes to 2/4 in some passages; meanwhile, the vocal melody 
resembles the guitar riffs because it sings the mediant of each chord as it 
is played. This creates an instantly recognizable melody, which ends in 
the same D minor (but A-centered) tonality the song is based on. 

The song seemingly finishes with a slightly altered version of the verse, 


but a few seconds after it has apparently ended, the guitar introduces a 


ego) wkyueremel in aey 
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however, the harmony then descends from Dm to C, and then stays on 
Superdominant Bb. From there, the bass note (the tonic) descends to A 
VaLems eco eMmOMOrmolelomnelomslomor-Dwoelevohvaicment-Ubele-UeeC-cemuebwonercsololeimusltoMmer-Kys 
movement. [n this outro, the harmony of the song establishes itself 
firmly on Bb for a few bars. Yorke wails a short phrase, which starts on 
a high A and then falls to F. When the harmony indicates Gm, Yorke 
sings a tense E; however, the melody still returns to A. Thus, the song's 
melody never leaves A. 

However, the guitar eventually returns to the basic riff of the song, with 


the electronic drums and a single synthesizer melody as 


accompaniment. 






















The studio version of "I Might Be Wrong’ is essentially a Thom Yorke 
home demo with latter overdubs by the rest of Radiohead. Although we 
can be sure that both Jonny and Colin added something to the 
recording, it doesn't seem safe to state that all members contributed to 
its recording. 
When played live, Yorke sings and plays tambourine while the rest of 


the band plays their usual instruments. 





COROT Mel 





The 3rd single from "Amnesiac" took the band 373 days to record, since 
they couldn't decide on how to arrange the track. Yorke stated “We just 
lost our nerve. It was so straight-ahead. We thought, We ve gotta put 
that in the bin, it’s too straight. We couldn't possibly do anything that 
straight until we'd gone and been completely arse about face with 
everything else, in order to feel good about doing something straight 


like that. It took 373 days to be arse-about-face enough to realise it was 





alright the way it was. Ed's diary mentions the song several times, but 
perhaps the most poignant comment the guitarist makes about the 
song is in the last entry where the track is mentioned, on March 2000: 
“I was telling a mate over the w/end about knives out’ and how it was 
started in Copenhagen on 10/3/99.......some 373 days later we finally 
finished it............. a ridiculously long gestation period for any 

SONQ...eeeee naturally my mate thought that having taken so long ona 
piece of music it would be some sort of magnum opus, a kind of 
paranoid android to the power Of teN.......... the song is probably the 
most straight ahead thing that we ve done in years......and that might 
explain why we took so long on it. I'm a real believer that bands as they 
become more successful often lose the ability to do straight ahead stuff 
well...... the need to embellish tracks with melodies and sounds 
becomes imperative. and often in doing so the song loses its essence 
especially if it was written on acoustic guitar. but i think we've done 


alright on ‘knives out.......... " And, indeed, "Knives Out” is one of the most 


‘Straight ahead songs the band recorded in the sessions. Completely 


euitar-based, the sound of the song was inspired by Smiths guitarist 








Jonny Marr. And, apparently, Marr is well aware of this influence; even 
more so, he seems proud of it. He told Mojo in 2004: “I Know we made 
a huge impression on the next generation of musicians. Ed O’Brien from 
Radiohead sat me down a couple of years ago in a barn, on top ofa 
mountain in New Zealand and played me the then unreleased “Knives 
Out”. It was an unbelievable experience; I was beyond flattered and 
quite speechless- which takes some doing. He explained to me that with 
that song they d tried to take a snapshot of the way I'd done things in 
The Smiths- and I guess you can hear that in it.” 

Concerning the lyrics, "Knives Out” is often identified as a song about 
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It's the only way you'll know I'm telling the truth 








SO knives out 
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still there is no point letting it go to waste 
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Yorke: "Knives Out’ is not exactly cruelty. Let's rather say that to express 
some feelings, I can't help but use some violent vocabulary. ‘Knives Out’ 
was inspired by several different situations. I think the important thing 
is not that it sounds violent but rather that I try to express specific 
moments that I have experienced in my life: I transcribe them again, 
especially those I've been through in the music business. It doesn't hurt 
many people when someone disappears, they can always take 
advantage of what remains. In short, the lyrics are more violent than the 
feelings behind them. The song is also about the death of the people 


close to me. Each song tries to elucidates things that I don't understand. 


‘Knives Out is especially brutal because it is a desperate attempt at 








solving something very complicated for me.’ Another helpful quote by 
the singer: ‘It's partly the idea of the businessman walking out on his 
wife and kids and never coming back. It’s also the thousand yard stare 
when you look at someone close to you and you Know they re gonna die. 
It's like a shadow over them, or the way they look straight through you. 
The shine goes out of their eyes.” So even when cannibalism seems like 
a perfectly logical theme, and seems adequate due to lines like “put him 
in the pot’, Radiohead song themes are never this clear asnd simple; 
however, one of the conditions necessary for cannibalism does seem to 
be the song's main theme: superiority. “Knives Out’ talks about how a 
superior person (or group of people) abuses a less powerful class. This 
‘abuse isn't necessarily eating people alive, but it does involve some 
rather hard and dark themes, not that different from those on 
‘Optimistic’, where ‘the big fish eat the little ones”. There is a palpable 
social motivation behind this interpretation, and Yorke's quote, where 
he mentions that the song has to do with his experiences in the music 


business, seems to corroborate this. In the music industry, Yorke 


probably felt like he was being eaten by more powerful people. 








But death is also important to the song's general meaning, something 
that Yorke himself seems to confirm in the quotes presented before. 
Indeed, most lines in the song seem to indicate murder: ‘squash his 
head", ‘cook him up”. Verse 1, meanwhile, seems to confirm that the 
situation is rather tense: a certain he is not coming back, and the 
listener can't help but feel like this is considerably bad for the person 
the narrator is talking to. From the very first lines, the song ‘s dark 
character is rather obvious. From then on, Yorke identifies the less 
fortunate and powerful people with dogs, who are so useless they 
would have been drowned at birth, and with mouse who are killed 
helplessly. The song's main message doesn t seem to be about direct 
and literal cannibalism, but rather this subject used an a fitting allegory 


for Social Darwinism, where the superior species dominate over the less 


powerful. 








“Knives Out” is built on acoustic guitar, which plays chords throughout, a 
steady and repetitive drumbeat (based on cymbals), and subtle bass. 

S Welw a ehiadovcom-Kencyehuet-lucrmuslomrcreopelem-leromuelcmccoepelemerclume)maetcmreleoaae 
beat of each bar. Backed by this rhythm section, O'Brien and Jonny play 
various guitar melodies; the influence of Marr's melodic playing is 
palpable, given that the guitars don't stand out as soloist instruments, 
but just work as arrangements that detail the harmony more clearly. 
“Knives Out’ is based on a harmonic progression that tends to move 
chromatically and often sounds disorienting (which seems fitting given 
the tense character of the lyrics). The song is written in Cm and never 
stops moving on 4/4. The progression Cm7-Bb6-Abmaj7-Gm7-F6- 
Em6 indicates an initially stable harmonic movement; however, once 
the song reaches F6 (with chromatic A natural), the song moves into a 
disruption of its diatonic idiom. This chord, along with the tense Em6 
(with chromatic E natural and its also chromatic submediant Db) could 
also be interpreted as a brief modulation. However, it is important to 


note that the chords in the song might be interpreted as inversions 


rather than chords in root positions. 








Still, the acoustic guitar marks the basic harmonic movements by 
moving through these scale degrees in the bass notes (live, O'Brien also 
plays chords at the beginning of the song). The vocals begin shortly after 


the harmony has been presented: 
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The vocal melody starts on G and then ascends to Eb (tonic of relative major 
of Cm and mediant of the home key chord), after which it falls to D (mediant 
of Bb) and then to C (mediant of Ab). As the harmony moves to Gm, the vocals 
reach D (dominant of the chord), which is maintained as F is played and thus 
creates an F6 chord. When the harmony changes to Em and becomes more 
strained, the vocals move accordingly and present C#, which fits with the 
Em6-based melody the guitars briefly produce. 








The song's chorus presents another chord progression, which also 
moves chromatically: Am-A/G-Dm-D-G-Em6. The change from a minor 
chord to its parallel major is repeated twice in a row; the use of A 
natural, let alone building two chords out of the note, gives the chorus a 
very particular sound, since most of the notes involved are ‘out of place’ 
with the C minor tonality and indicate a very important chromatic 
movement. The progression ends with a relative major-minor change 


ameveemen-velemcaeer 


the mouse, 


don’t look down, 


your mouth. 








As the harmony moves to Am, the vocals sing mediant C, and as the mediant 
moves half a step up to create a major chord, the vocals accentuate the 
minor/major shift by singing C#. When Dm is played, the vocals sing chromatic 
E natural and then descend to tonic D. As the song moves to G, the passage 
becomes quite stable, only to become more harmonically sophisticated as Em6 
is played; still, the melody remains quite simple, and ends on tonic E. 


“Knives Out" consists of these two harmonic progressions and their 
respective melodies. Throughout the song, there are some variations on 
the main vocal melody and some homophonic overdubs. Various guitar 
riffs are also introduced to add to the texture of the song, but the tonality, 
OhYAWavoom-veKomehrsor-boebceme)mnolcmnu-(el @ucseot-Deemoselmonelolelsremonvpmbetea-Ime) mim 
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The song was widely performed during the era of the album’s release, but 


hasn't been performed since 2008. 


C. Greenwood= Bass 
E. O'Brien= Guitar 











P. Selway= Drums 











Op MORNING BELL/AMNESIAC 





The version of “Morning Bell” released in “Amnesiac’ was recorded in 
Bastford, England, before the version that appeared in "Kid A" was 
recorded. Thom Yorke told Spin With a Grin in 2001 that the reason 
Radiohead released these two different versions of the same song was 
“because it came from such a different place from the other version. 
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Because it sounds like a recurring dream. It felt right.” Ed O'Brien told The 
Wire something similar: "Because we literally forgot about it. We often 
record different versions of songs and the new one is the first time it has 
been strong enough to bear hearing again. Most of the other versions 
often get scrapped halfway through. We're saving them for our box set in 
20 years when no-one's interested in us anymore.” 

The lyrics, harmony and melody of the song are the same in both versions; 


the major differences are the tempo and instrumentation. The version 


released in ‘Kid A’ was written in 5/4, and was based on a repetitive 






















drum pattern and on electric keyboard. The version released on 
“Amnesiac., on the other hand, is based on acoustic guitar and written in a 
slower 4/4; synthesizers, far away drums (in the right speaker) and bells 
accompany the song and give it an arguably darker sound than the one it 
presented on its sister album. This version of the song has never 


performed live. 


GD DOLLARS & CENTS 





“Dollars & Cents’ was the result of a group improvisation that originally 
lasted 11 minutes, inspired by Krautrock group Can. In Yorke's words to 
Mojo in 2001: "Well, that started out as a 10 minute piece of us mucking 
around, trying to do the Can thing. It just came out spontaneously |...|” To 
The Wire: ‘It was incredibly boring, but it’s that Holger |Czukay, member 
of Can| thing of chop-chop-chop, making what seems like drivel into 
something coherent. This ‘cut-up live jam’ was done in Copenhagen, and 
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piece of music. Colin Greenwood had a very important role in one of the 
song's main elements: strings. He played an Alice Coltrane record on top 
oh mad oKom asrerep ae Db otemn lcm or- vote mot-lomect-Kolcm-Vocomnelcmcrolbbele mime acr-lucromselyjollacrem ents 
brother to write an arrangement for the song. In the bassist's own words 
to Mixing It in 2001: "I played other people's records over the top of what 
we recorded and then said ‘oh, it should sound like that’, on the Pro Tools 
or whatever. I took this Alice Coltrane record and played it over the top of 
a song called ‘Dollars And Cents’, which is on the next record, and Jonny 
ATV OLK MODEM OLcreLOLOURODMCLmmbOTca- Um u-Dotexc)oolcsolemuet-lmp tome) ame) Mm Ole) inecvelcmins (orm Lan tS 
the backing for it.” The string arrangement was recorded by the 
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other arrangements ("Pyramid Song’, “How To Disappear Completely") 


were also recorded. By February, Nigel Godrich had successfully mixed 


the track. 


There are many things to talk about 
Be constructive 

There are weapons we can use 

Be constructive with your blues 








Even when it's only warnings 
Even when you talk the war games 


Oh why don't you quiet down? (maybe | want peace and honesty) 

Why don't you quiet down? (maybe | want to live in the children's land and you know 
maybe, maybe |) 
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Quiet down (yeah, and there, there we can free) 


You don't live in a business world and 
You never go out and you never stay 
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All over, baby's crying 

It'll all be, baby, | can see out of here 

All over the planet's dead 
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All over the, all over the, all over the, all over the 
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And the mark and the yen, and yeah 
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We're gonna crack your little souls 

Crack your little souls 

We are the dollars and cents 








While there are some variations in the exact words used in the lyrics 
(Yorke sings in a particularly undecipherable and nasal manner), the 
main idea of the song remains intact. The previous song in the album, 
“Knives Out’, talked about how superior people dominated the less 
powerful in our modern society. “Dollars & Cents" is directed towards 
similar themes, but from the point of view of the people that are in the 
less favorable position: "we are the dollars & cents” indicates what is 
arguably the main message of the song. In our capitalist system, every 
citizen has a specific role, and is needed; otherwise, the system wouldn't 
work correctly. Thus, the people are the essential dollars and cents of the 
economics of capitalism. If we interpret the song like this, perhaps we can 
find a rebellious message, given that the people are stating that they are 
aware of their power, and of how they are capable of important things if 
they decide to work together. But the song's chorus illustrates yet 
another important topic in the song; in this section Yorke sings two 


different vocal melodies, each with different words. It appears that the 


phrase ‘why don't you quiet down?’ is a response to the other vocal 








track, which is talking about freedom, honesty and peace. The chorus 
could easily be interpreted as one of the citizens, who is aware of his 
important yet hidden status in society, and is now having second 

dololbeed ohucm-lorolelemcsscode) Wiarlegnurcimbetcar-bolem-or-yolubelcmnomer-lople-l bi mele (naman 
ideas seem to be forming in his head, and they seem to scare him, as he 
just wants them to ‘quiet down’. But they are still present. If we keep this 
in mind, the final chorus seems to present us with a much more 
aggressive and assured individual: "we are going to crack your little 
souls’. However, the chorus might very well be a conversation between 
the more powerful individuals and the citizens, who are being told to 
‘quiet down’ with their thoughts of peace and freedom. But this doesn't 
seem So likely, given that the song's final line is in the chorus, and we 
have already seen that ‘we are the dollars and cents’ is a phrase 
repeated by the citizens. Overall, this track bears an undeniable political 
message. Yorke: "[...] The lyrics are gibberish but they come out of ideas 
I've been fighting with for ages about how people are basically just pixels 


on a screen, unknowingly serving this higher power which is 


manipulative and destructive, but we're powerless because we can't 








name it. At the time, the whole global marketplace thing was a major 

jo) mexoLexel by oye Lu (oyemeymcovbelorm Mictomacr-lepbelcm- ms (elmo) mcinebem-lolelelamiar-belemimacrleny 
become a massive part of my writer's block. It sounds daft now, but | 
couldnt see the point in writing about personal feelings when there were 
ola alcsam tcDameeleyucmacpotet-deolcvole-Duarvaboeloleyme-Dolmaeubotesmuome-il.qr-lolone lem 
Nevertheless, it is left to very open interpretation, mainly because there 
are very ambiguous lines. The fact that some transcriptions of the lyrics 


differ between them doesn't make matters easier. 


“Dollars & Cents’ is based on a melodic bass line, a monotonous 
ohebb end orsr-lem Quct-LumoyechvccmelUr-Dancsamololncrmeyelmnelcmeavscolel-lm-belem ce)lCon acm matcm ere kts 
closely in the tom-toms) and just two parallel chords, B and Bm. The 
song maintains this three elements in a steady 4/4 throughout its almost 
5 minute duration, with the brief exception of the drums, which play 
some fills during the climatic first chorus. Although there is no doubt that 


the song moves around a B tonality, whether the harmony is minor or 


majoris left intentionally ambiguous; indeed, the song gets its tense and 








dark character because of this unresolved harmony. The B tonality is 


Stated clearly in the bass line: 





Interestingly, the bass describes a Bm chord, and keeps on suggesting 
this tonality even when the guitar has modulated to B major. If we 
interpret the song to be written in B major, then the bass never stops 
playing chromatic notes. Something similar happens to the vocals and 


strings (since the latter follow the voice closely) 





The melody starts on chromatic D natural, descends to C, and then reaches 
tonic B. Afterwards, a new idea ascends the melody from B to a high E. Thus, 
the B minor tonality of the passage is reinforced by the vocals, strings (which 
play the same notes an octave apart) and bass. The guitar, on the other hand, 
first accompanies the melody by playing B major 








The melody in the verse is initially based on B and subdominant E. But as 


the song progresses, new melodic ideas appear in the track: 


Ev-en when it’ 





The new melody reaches F# (which briefly connects the passage to B major), 
and then ascends to chromatic G natural, further establishing the song's 
inclination for B minor instead of major. This idea starts on B and eventually 
returns to the tonic again. 


Why don’t vou que - 


Why don’t you qui - - *t down? 





The song's chorus has a trace of major tonality. Although it focuses on two 

major chromatic notes, A natural and G natural, Yorke briefly sings D#, the 
mediant of B major. But in the next idea, the voice reaches a high G natural, 
and then maintains A natural: the use of both these chromatic notes 


returns the song to its minor-inclined tonality, despite the appearance of 


D#. 








The song's chorus has a trace of major tonality. Although it focuses on two 
major chromatic notes, A natural and G natural, Yorke briefly sings D#, the 
mediant of B major. But in the next idea, the voice reaches a high G natural, 
and then maintains A natural: the use of both these chromatic notes 
returns the song to its minor-inclined tonality, despite the appearance of 
D#. 

The song's first chorus is probably the most dramatic moment in the song, 
and after it ends, it leaves the bass and drums alone for some bars. When 


the vocals return to the song, Yorke adds more lyrics in homophony: 


out and you nev-er 


e all have goals in ¢ i- be - re world, iv-ing in times when I can stand 





The vocal tracks are separated by a third. Initially, they seem more inclined 
towards B minor, but by the end of the phrase, one of the vocals has sung D# 
instead of D natural, so the passage briefly sounds major. 


The song ends with the phrase ‘we are the dollars and cents’ repeated 


monotonously by singing F#, a neutral note that doesn't indicate B minor 


nor B major, given that it appears on both tonalities. 








“Dollars and Cents’ is based entirely n the tension created by constantly 
changing from B minor to B major. This tension is never really resolved, 
and is shared by the guitar and vocals. Backed by this unsettling harmony, 
the band focuses on textures (There are various moments in which some 
subtle counterpoints are created) and, on dynamics, in order to keep the 
listener involved. 

When played live, Jonny reproduces his string arrangements on a 
keyboard, O'Brien briefly sings with Yorke as a duet, and the latter also 
plays tambourine. The track was played live frequently from 2000 to 2010, 


but it hasn't been performed since. 


Ed O'Brien= Guitar 
P. Selway= Drums 
John Lubbock= Conducting 


Orchestra of St. John's= Strings 
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fWatoyect Lora <om-y40)t-vbetaremaslomolentonsyloyemmotcmor-belemerclemusiuemelcr-vacmenepunels 
this era (as in Radiohead's logo) in an interview with Blender in 2001: 
“Er, if 1 remember rightly, it stemmed initially from a deep paranoia of 
genetic engineering. And then from a children's book. You know: 
creating monsters, only to awaken one morning to the terrible truth 
that there is nothing at all you can do to stop them. Were over it now." 
That is the closest the band has ever been to explaining the 9th track 
on "Amnesiac ,a 2-minute instrumental based on electric guitar and 
on synthesizer (also identified as sequenced bass). Like "Treefingers" 
in “Kid A’, ‘Hunting Bears’ is remarkable due to its situation as an 
arguably experimental instrumental track in the album. Despite being 
played live a surprising number of times, the band has never 
commented on the song's recording or inspiration, but it seems fair to 


assume that the track was done by Yorke alone, since the guitar 


playing clearly bears his tone. 











Yorke's guitar displays the tonality of D minor. These various guitar phrases 
are played with strong effects (at least slight delay and reverb) in free time 
and a subtle 4/4. The guitar first plays melodies that feature dominant A and 
reach tonic D; subsequent phrases display a change from D to subtonic C. The 
second idea of the song, based around frets 9 and 10, describes a relative 
major F chord with bass on D, and also uses E and G. 

“Hunting Bears’ doesn't feature any chromatic movement at all, and never 
moves from D minor, since the note is maintained as the lowest note 
throughout. Thus, the piece remains harmonically static during its 2-minute 
duration. The pauses between each phrase statement (which allows the 
listener to hear clearly Yorke's hands moving through the guitar fret) give the 
song a very ambient and spacey character. 








00) LIKE SPINNING PLATES 





“Like Spinning Plates" is one of the most successful results of the 
band's experimentation during the sessions. The track is arguably as 
challenging as "Treefingers’ and °Pull/Pulk Revolving Doors’, and its 
conception lies in the recording of another song, '/ Will’. During the 
sessions, Radiohead attempted to record a highly electronic version of 
“I Will’ (this approach contrasts directly with the latter guitar-based 
arrangement the band released on “Hail To The Thief"). But the 
attempt left the group unsatisfied, with Yorke describing the results as 
“dodgy Kraftwerk’. Yorke described the ensuing events to The Wire: 
“Wed turned the tape around, and I was in another room, heard the 
vocal melody coming backwards, and thought, ‘That's miles better 
than the right way round’, then spent the rest of the night trying to 
learn the melody.’ Colin: "Thom sung the backwards melody. It was 


recorded forward then listened to backwards and he did the phrasing 


So as to create backward sounding words but it's sung forwards. It's 








It's kind of my favorite track.” Thom echoes this last sentiment, since 
he said that the song “is the best of all the record for me. When I listen 
to itin my car, it makes the doors shake.” Jonny, meanwhile, describes 
the song as ‘incredibly emotional’. “Like Spinning Plates’ is an 
interesting piece in the band's catalog because, despite being quite 
experimental, it does include a defined structure, lyrics, tonality and 
melody, unlike more abstract but equally original pieces like the 


aforementioned "Treefingers’ and °Pull/Pulk’. 
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find different meanings in the words, Yorke himself seems to confirm 


this. He introduced the song in 2003: ‘This is dedicated to our glorious 








leaders, or at least some of them who saw fit to take us to a war that 
nobody wanted... killed thousands, if not tens of thousands of innocent 
people... and they shall go to their grave with it on their conscience, 
and | hope that's okay for them. Anyway... ' The singer was clearly 
upset, and this quote arguably illustrates the main feeling that created 
the track: anger. “Like Spinning Plates’ is undeniably political, and its 
main lyrical inspiration has been suggested to be the first Gulf War 
and/or the 1994 Rwandan genocide. Concerning the first possibility, 
here is a quote by Thom, told to XFM in 2003: "I had an extremely 
unhealthy obsession, that ran through the "Kid A° thing, about the first 
Gulf War. When they started it up they did that lovely thing of putting 
the camera on the end of the missile, and you got to see the wonders of 
modern military technology blow up this bunker. And then sometime 
afterwards in the back pages it was announced that that bunker was 
not full of weapons at all, but women and children. And it was actually 


a bomb shelter. And so everybody...we all got to witness the wonders 


of modern technology. And it ran through so much stuff for so long for 








me. I just could not get it out of my head. It was so sick. And so that's 
where the anger comes from." And if this wasn't enough to be certain 
that the track comes from anger, another 2003 comment by Yorke 
explains his feelings quite clearly: “As a song it's sort of like a love 
song, but it's also sort of the angriest thing I've ever written as well. 
That sort of anger, that you can't even begin to express. This thing 
about ‘you can do anything you want to me, but if you come after my 
family I will kill you.’ You know, that sort of thing, which everyone has 
in them, I think.” It is worth noting that "/ Will", eventually released 
two years later, deals with similar political ideas, and refers to a 
“bunker underground’ (also reminiscent of “I[dioteque’ ), which leads 
back to the previous Gulf War reference. The last line of the song, "My 
body is floating down the muddy river’ has been especially linked to 
the Rwandan genocide; however, the lyrics in general could easily be 
linked to this event. The references to people making ‘pretty speeches’ 


while others are being ‘fed to the lions’ and ‘cut to shreds’ could easily 


be linked to a variety of political situations throughout history. Yorke 








refers to this tense position, ironically, as a ‘delicate balance’ . The 
phrase like spinning plates also alludes to this balance, and states that 
it isn't perfect at all, but rather incredibly fragile and unsteady. 
Meanwhile, the term ‘Cloud cuckoo-land'’, used in the second verse of 
the song, comes from a play by Greek author Aristophanes, "The Birds’, 
in which its main character attempts to build a city in the sky, 
connecting men and gods. The name of the city, of course, is Cloud 
cuckoo-land, and since its conception, the term has been used an 
allegory for living in an unreal and naive state of mind, where 
obviously impossible things are blindly believed. Thom sings that he is 
living in this state, and when he does, he is echoing the feelings of the 
typical modern citizen: people don't really understand what is going 
on, since they live with the assumption that everything told in those 
pretty speeches is true, that the delicate balance is actually correct, 
and that it works out well for everybody involved. 


It doesn't seem strange that Jonny described the song as emotional, 


given that the subject matter of the lyrics combined with the unsletting 








refers to this tense position, ironically, as a ‘delicate balance’. The 
phrase ‘like spinning plates also alludes to this balance, and states that 
it isn't perfect at all, but rather incredibly fragile and unsteady. 
Meanwhile, the term ‘Cloud cuckoo-land’, used in the second verse of 
the song, comes from a play by Greek author Aristophanes, "The Birds’, 
in which its main character attempts to build a city in the sky, 
connecting men and gods. The name of the city, of course, is Cloud 
cuckoo-land, and since its conception, the term has been used an 
allegory for living in an unreal and naive state of mind, where 
obviously impossible things are blindly believed. Thom sings that he is 
living in this state, and when he does, he is echoing the feelings of the 
typical modern citizen: people dont really understand what is going 
on, since they live with the assumption that everything told in those 
pretty speeches is true, that the delicate balance is actually correct, 
and that it works out well for everybody involved. 


It doesn't seem strange that Jonny described the song as ‘emotional’, 


given that the subject matter of the lyrics combined with the unsettling 








music and character of the track create a piece that isn't easy to forget 
(maybe it is not like listening to “Fake Plastic Trees’, but ' Plates” 
undoubtedly leaves an impression on the listener, most likely of fear 
and confusion). Throughout the song, the sound of “J Will" played 
backwards plus various ambient effects and a synthesizer create this 
darkly ethereal character. For the first minute and a half of the song, a 
subtle and hard to determine chord progression is presented; also in 
this time mark, a synthesizer starts playing in the background. The 
live version of the track displays a very clear chord progression, 
played on the piano. It consists of the chords A-C#m-F#-G#-E, 
presented as arpeggios with a new subtle melody. Although the song 
is written in C#m, it includes some important modal mixture in the 
use of G# and F#, which could also be seen as the use of important 
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arrangement of the song live; it 
includes a short melody that 
changes depending on the chord, 
but is always based on three notes. 
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The vocal melody starts considerably calm, often moving chromatically 


through F# and G#; the highest note the vocals reach in the verses is E. 


The chorus, however, presents a melody that maintains a high G#, this 


being the highest note the vocals ever sing in the track. 


The personnel of the studio version is almost impossible to determine 


with exactitude; live, however, Yorke tends to play the song by himself. 








COmNT IN A GLASSHOUSE 





All of “Amnesiac” (and its B-sides) and "Kid A" were recorded in the 
sessions between 1997 and 2000. The sole exception was this track, the 
Jazz-influenced ‘Life In A Glasshouse", recorded after the latter had 
already been released. However, the song was written in 1997, and an 
early, differently arranged, version of the piece was played at 
soundchecks in the "OK Computer’ tour. But the band wasn't satisfied 
with this arrangement, based on acoustic guitar instead of piano as in 
the released version. It is likely that they continued to work on the track 
through the sessions; however, there is no mention of it in O'Brien's 
diary. In 2000, Jonny Greenwood asked the late Jazz musician 
eAUvoehovovmcara mayan c-1ne)emnem ol t-hrmelemnel-mnalel em Mianucsimopem-vecercromelomercciemle)bete 
the experience as ‘interesting’, but at the time had never heard of the 
band. He explained to BBC in 2001: When they asked me to bring some 


members of my band along and do something with them for their new 


CD, I had to ask my daughter who they were. I then met up with Jonny 








Greenwood and heard a tape of their music. ["OK Computer’ | And if 
you ll pardon the expression, I thought to myself, "What the Hell?" - this 
is a kind of music new to me and it presented a challenge. In the process 
I got to appreciate their music and | think they got to appreciate mine 
VOOM Mu obeel qlmet-lomerbelmemol-m or- (orm Pyiauuc)imoyomet-Komeoloobeelsvelmcrour- ms lolmr-lelolenmnel= 
track through the years; ironically, he is the most valuable source of 
information when it comes to the recording of the song. To Q magazine 
in 2008: |...| | Knew they were sensitive about being dubbed gloomy I 
was hesitant in saying the feel of it would be New Orleans funeral music. 
I suggested a Louis Armstrong version of ‘St. James Infirmary Blues, 
which is very much in that vein and he said, ‘That might be it’. I turned 
up with my band and we just blew for seven hours with a couple of tea 
breaks. Every now and then Radiohead disappeared into the control 
room. We saw them waving their arms about and in the end, my chops 
were Sagging, and I said, Genuinely, I think this is it, we ve got it. Thom 


(Yorke) had spent quite a lot of time standing on his head in the little 


booth - or at least he went into positions of meditation - and he said to 








me, | think so... we'll have something to eat and then do some more. | 
said, No, we will not!" Indeed, the single session where the song was 
successfully recorded lasted seven hours, which was quite tiring for 
|Fyauu=) imopormel Om ’(cr-Dacme) (ebur-bele ms cepamovicmor-belem Covelcm bas incment-veelel-sacwer-le! 
undergone open-heart surgery the previous day). Also according to the 
trumpeter, the band had a hard time explaining what they wanted 
Lyttelton's quintet to play. He also adds: “They didn t want it to sound 
like a slick studio production but a slightly exploratory thing of people 
playing as if they didn't have it all planned out in advance’. 

Concerning the lyrics, Yorke commented to Mojo: |...] On ‘Life In A 
Glasshouse’ I'm desperate for people to understand all the words 
because they're really important. It began after I read this interview 
with the wife of a very famous actor who the tabloids completely 
JaXohepoter=xom coy emu ebacromoeleyorsotcm bl comolelexwmeneyecmelcslemsyolomexolmnelomee)o) (ome) mnele 
papers with her picture and she posted them up all over the house, over 


all the windows so that all the cameras that were outside on her lawn 


only had their own images to photograph. I thought that was brilliant, 








and that's where the song started from. It was just a really sad, awful 
story about her desperately trying to cope while he's off filming, and the 
only reason she was being hounded was because it was rumored he was 
having an affair with his leading actress. I just thought, ‘Nobody 
deserves this’. Especially when they re a completely innocent party. 
From there, it developed into a complete rant about tabloid journalism 
destroying people at will, tying people to the stake and watching them 


burn - an activity that seems to be particularly rife in this country. [...]" 
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She is papering the window panes 
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Living in a glass house 


(Verse 1) 
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Your royal highness says 
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(Chorus) Well of course I'd like to stay and chew the fat 
Well of course I'd like to sit around and chat 

But someone's listening in 
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(Verse 2) That's a strange mistake to make 
bolum) alelel(omielaamiat>me)ials)meials(-).4 

Living in a glass house 


(Chorus /Outro) 


The title of the song comes form an English proverb, which refers to 
criticizing someone for their specific faults, but never acknowledging 
your own. While this also seems apt when we think of the song as 
being about tabloid journalism and their constant scrutiny of some 
people and their private life, the allegory of the glass house is probably 
meant literally. These celebrities under constant observation by the 
press are painted as living in a glass house, since everybody seems to 
be able to look into their private lives easily. Verse 1 directly 
references the story that inspired Yorke. “I’m in trouble with my only 
friend” alludes to the inner trouble that the media has caused in their 
romantic relationship. “Don't throw stones’ is a reference to the 


hypocrisy of the media, which is perhaps the song's main theme (at 


least, one of various) . Meanwhile, a reference to royalty seems to 








indicate a subtle, but yet powerful, political aspect to the song, as if 
Yorke blames the state of these celebrities because of the media as 
being the fault of the people in power, who also order no to talk about 
politics (this being the media's supposed task). The chorus of the song 
shows the narrator living his life filled with anxiety and paranoia 
“someone's listening’ ), and states that he is unable to have a normal 
life. Even more so, he doesn't seem to be able to sit down and chat, or 
‘chew the fat’, an expression which means having a long conversation. 
Verse 2 refers to the media as a group of people looking for a lynching, 
a violent but yet clever metaphor for what they do to celebrities by 
scrutinizing their lives. Yorke refers to the media's behavior as a 
mistake, and says they should have turned the other cheek’ and 
stopped this violation of privacy. The outro includes Yorke repeating 


the word only’, as if indicating that the narrator would like to live a 


normal life, only someone's listening. 








If the listener compares the last track on the album with the various 
digitally experimental tracks that appear in both “Kid A’ and 
“Amnesiac: (like with its predecessor track, ‘Like Spinning Plates’), 
“Life In A Glasshouse’ sounds very different, and this is mainly 
because all of the instruments used are acoustic, which contrasts 
greatly with a lot of the music Radiohead was making at the time. 
However, the track ironically starts with sonic effects like the ones 
id otchome) 0) olcr-Vammobaelered oKOLeLmWolcm ol ucarsColermna-lel qouemuelom-llolebecmm Molcmcie)elemts 
in a thinly disguised 4/4, but the chords in the verse are played 
highly syncopated, an element typical in Jazz. The track is based on 
Opec baLoymn) E-Nicexoumohran coy eve hiamnyiaebcenolme) t-hrscmel oXop ac tom-velemcrie-leyevelccmustowal 
minor tonality of the song. The verse moves from Am(maj7) to Am7, 
with the change from one chord to the other happening in the 
accentuation of bars 4 and 4 and a half. The harmony starts with a 
chromatic Ab (major seventh), which sounds quite tense, but is 


quickly relieved by the chromatic descension from Ab to G, which 


indicates Am 7. All of the musicians enter the song after the piano 








plays a single A note once. Lyttleton described the song's beginning: 
“It starts with me doing a sort of ad-libbed, bluesy, minor key 
meandering, then it gradually gets so that we're sort of playing real 
wild, primitive, New Orleans blues stuff." Indeed, the song's verse 
does retain a quite New Orleans-like funeral sound (not very typical of 
Radiohead). The chord progression starts based on Am, but then 
moves to Cm, followed by Gm and then finishing on a dramatic F#dim. 
Thus, the song suddenly moves to unsettling harmonic territory (or to 
a sudden modulation), since Cm and Gm include chromatic notes Eb, 
Ab and Bb. F#dim, meanwhile, marks the apparition of Cb. However, 
the song soon returns to tonic Am, relieving the tension of these 
important chromatic movements. 
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improvised soloing on top, another New Orleans jazz special. 


Meanwhile, Thom Yorke sings the following melody: 
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The melody starts on supertonic B, and from there it ascends to C, mediant of 
tonic Am. The following idea is highly undulated and briefly reaches D; 
eventually, it rests on C again. The melody in this passage doesn't include any 
trace of the chromatic movement involved in the chord Am (maj7) played by 
the piano. Once the harmony changes to Cm, Yorke follows the chromatic 
changes in the harmony. But still, he focuses on C and A; the latter is held as 
F#dim is played. 


The chorus of the song is far more energetic than the verse, and it 
presents a very simple chord progression: Am-E-F-Am-B (1-V-VI-1-II). 
It presents modal mixture in its use of E (phrygian) and B (lydian, and 
played briefly in a single 2/4 bar). The vocals in the chorus perform a 


very specific and rather catchy melody, while the horns get much 


louder and seemingly dramatic. 








a - round and 





Starting on A, Yorke ascends to B (dominant of the chord being played, E) and 
then to C, dominant of F, which the band is playing at the moment. When the 
harmony returns to home Key An, Yorke maintains mediant C. G# (mediant 
of E), the brief chromatic note presented in the harmony Is virtually ignored 
by the vocals. The melody that leads back to the chorus ("someone's 
listening’, which also eventually ends the song) consists of a descending an 
ascending idea: Yorke sings the notes C-B-C-D-C, thus returning the track to 
its Am-based verse through its mediant. 


‘Life In A Glasshouse“ consists of two verses and two choruses, the last 
of which is followed by an outro, based on the chord progression Am- 
EF-C-C/B. The harmony finally involves relative major C, which gives 
the outro a much more harmonically satisfying character. Its presence 
also gives the last section of the song an emotionally appropriate 
personality, arguably somewhat cheerful, but melancholic and 
melodramatic nevertheless. Yorke sings ‘only, backed by C, by 


alternating between E and F, eventually ending on D as the harmony 


changes. The track finishes with Yorke singing alone, after which the 








rest of the band plays a brief, free-time and Am-based, ending gesture. 
“Life In A Glasshouse” was only played live once (with a brass trio 
instead of a quintet) in the television show Later... with Jools Holland, 
in 2001. Oddly, the band has never decided to rearrange the track in 
order to play it without brass, since this is obviously the reason they 
have never performed it live after that performance. Nevertheless, the 
track is a considerable fan favorite. Humphrey Lyttelton died in 2008, 
aged 86. Jonny Greenwood commented on Radiohead's website: "We 
were all sorry to hear of Humphrey Lyttelton's death — he was an 
inspiring person to record with, and without his direction, we d never 
have recorded/released ‘Life in a Glasshouse’. So go and find "Bad 


Penny Blues", and celebrate his life with some hot jazz." 
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Paul Brid ouble bass 
Jimmy Hastings= Clarinet 
Adrian Macintosh= Drums 
Pete Strange= Trombone 























The singles from "Amnesiac" included the following B-sides: 
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GD THE AMAZING SOUNDS 
OF ORGY 











Yorke to Rolling Stone in 2004: "[...] Well, that’s the thing: ‘orgy’ can refer 
to anumber of things. An orgy of sound, an orgy of light. An orgy of 
violence. An orgy of gluttony. |...| The day the banks collapse...’ I kept 
writing that again and again... 'The amazing sounds of the killing 
hordes... So it was more of an orgy of violence. It was politics... and it’s 
not politics... dont know, man, that’s what goes on inside my head. And I 
wont lose sleep about that anymore, because it obviously benefits the 
yOOLO ESD Kons k= Vel ql Ccole Cums MW obKcw fommu oLcmeyoUarapoelsyehm(o)eme)muelcmnactel quuetchmsat-leule)excr-ve 


had ever spoken until 2012. 
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Like diamonds in the dust 
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The day the banks collapse on us 
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Like everything is fine 

When sorry is not good enough 
Sit in the back while no-one drives 








So glad, so glad you're mine (x4) 


The song had never been performed live until 2012, more than 10 years 
after it was first released. In one of these performances, Yorke 
introduced the song as one he wrote while ‘obsessed about the banking 
system’, which was going to ‘collapse, and then nothing happened for 
ten years, and the song disappeared like a wet fart in the wind... but it's 
back |...|" Not only is the song undeniably political, but, apparently, 
Radiohead decided that its meaning was apt for 2012, since the banking 
system in Europe developed new important problems some years 
before. The word ‘orgy, as Thom indicated to Rolling Stone, is far from 
being sexual, but rather, it seems to be a metaphor for the response that 
the people will have when the baking system effectively collapses, 
which Thom seems to be sure of, since "there is no one driving’, but 
nevertheless, there are people in the back seat. He gets to this 
conclusion because he is sure that the “endless chattering’ (from the 


media, from bank representatives, from politicians...) that assures the 


regular citizen that “everything is fine’ is just lies. The “amazing 








sound of the killing hordes’ is linked to “the amazing sounds of orgy’, 
thus establishing that the killing hordes seem to be what Yorke meant 
as orgy. The track's violent lyrics are not explicitly mirrored in its music. 
“Orgy is a highly ambient track, backed by Jazz-influenced drums based 
on a brushed snare and on a chromatically descending figure that starts 
on E and finishes on C#. Overall, the track sounds disorienting and 
unsettling, which is especially obvious in its use of instruments filled 
with Reverb, like percussion, and in its wide variety of seemingly 
random sound effects, which might very well also be manipulated 
beksiu mb RcOLcsOLacHinU eKomeck-U00MM(Coler-Dicm-Uucmepancsomecolele)(<1emehva-veroluel-semnectel quetcle 
sings an octave higher, also adding to the darkly ethereal atmosphere of 
the track. The personnel in the studio version is unknown, but the few 
times that it was performed live, Yorke sang while playing bass, and 
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Meanwhile, the rest of the band (which by this time also includes 


TAN 


drummer Clive Deamer) plays their usual instruments. 














CORT T Cetin Lil: DRAWL 


“Trans-Atlantic Drawl" is one of the most energetic songs the band 
released during this period, but its energy is completely frantic and 
overwhelming. The inspiration for the song comes from a quote by 
Iraq's at the time prime minister Tariq Aziz, said in a press conference 
in 1998: "We don't see any light at the end of the tunnel [...] With all 
respect to them, they haven't shown us -- nobody has shown us a light 
at the end of the tunnel. There is a tunnel after the tunnel.” This 
comment was made shortly after the relationship between Iraq and the 
United States began deteriorating considerably; president Saddam 
Hussein had just ceased to cooperate with the UN special commission 
UNSCOM, which was investigating the presence of weapons of mass 
destruction in Iraq. Aziz's quote is a testament to how tense the 
situation had gotten. The ever-political Yorke was smitten by it, and 


actually published an entry on Radiohead's website where he quotes 


the comment by the Prime Minister. By the end of 1998, “Trans-Atlantic 








Drawl’ was probably already in development. 


| was born for your magazines 
For your magazines 
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| don't know what it means 
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At the end of the tunnel? 

(These are things that get on my nerves) 
DYoMY(o)0 es\-\-m (ela) ar-lalalom=) ale me) tal-melal alc) ita 
At the end of the tunnel? 

At the end of the tunnel? 
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The first set of lyrics of the song is harder to interpret. While the song 
ends with the obvious reference to Aziz and his quote, the rest of the 
words in the song arent so clearly linked to this theme. They seem to 
refer to someone who is constantly in the public eye (which sounds like 
“Life In A Glasshouse"), but who is this ‘I’ that is constantly scrutinized? 
And how is this linked to the relationship between the United States 
and Iraq in late 1998? Maybe it is a reference to important political 


Situations being no more than mere tabloid articles, which leave a naive 


and uniformed reader confused ("I don't know what it means’ ) 








The track consists of two parts, with the second section starting at 
almost exactly half of the song, around 1:34. The first section, as I have 
already pointed out, is highly lively and spirited, backed by relentless 
drumming and a bass line that starts on D and initially moves 
diatonically, only to then incorporate G#. The section's tonality seems 
to be D, although it seems likely that the track is modal rather than 
tonal. Apart from the bass and drums, the only discernable instruments 
are guitars, which plays some bended notes in homophony with 
another guitar, that start on tonic D and then ascends a full octave, only 
to descend to leading tone B afterwards (mimicked by Thom's voice). 
Throughout the section there are various sonic effects ‘floating around, 
adding to the overall lunatic-like character of the tune. The second 
section of the song, which starts suddenly and unexpectedly, consists of 
an ambient track played on synthesizers. Radiohead has never 


performed this song live, nor have they ever mentioned its existence. 











OD FAST-TRACK 








Radiohead began working on the instrumental Fast-Track” in October 
1999. Described by O'Brien as a ‘band loop’, it is a static and 
monotonous piece based on creating a mood and an overall ambient; 
tonality, structure, melody, arrangements and dynamics aren't really 
the main focus of the song. The fact that the song is labeled as an 
instrumental, even when it has vocals, is justified by their presence 
being as just another instrument, much like Yorke did on ‘Kid A’. 
However, listeners have identified some of the voices in the song as 
saying something; the falsetto mumbling of Yorke has actually been 
translated as ‘little birds on atree on aline ', ‘bluebirds on a tree ona 
line’, and even ‘falling on my own thoughts’. A bass guitar plays some 
melodies based on E, but the song never seems to be harmonically 


reinforced, given that there is a constant drone-like guitar creating 


dissonance in the background. Most elements in the song are loops, 
which explains O'Brien's description of the song. a 
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©) KINETIC 


Some lyrics to “Kinetic’ appear on the artwork of the band's 1998 EP 





‘Alrbag/How Am I Driving?’ and thus, it is quite possible that the song 
was amongst the first he band worked on in the "Kid A"/"Amnesiac”™ 
sessions. According to Ed's diary, the band was still working on the 
song in February 2000, although it was initially considered to be 
released in Kid A’. Eventually, “Idioteque’ took its place as the eight 


track on the album. 


You're being took for a ride 

mats liame)(em (AV 

Please keep moving 

Better keep moving 

Don't fall asleep at the wheel 

| waited for you but you never came 
Please keep moving 

Better keep moving 


The song could be identified as being about movement, which is also 
mirrored in the title. The lyrics seem to allude to someone who is 


completely motionless and somewhat paralyzed: ‘asleep , and taken 


for a ride. However, what was the inspiration behind these words is 








impossible to know. Furthermore, figuring out what does the song 
mean to Yorke himself is very hard given that neither he nor any 
member of the band has ever commented on this track. 

The song's basic elements are backward vocals and a rhythmic beat, 
created by sampling the 1970 Miles Davis song "Miles Runs The Voodoo 
Down’ (the sampled rhythm appears in the very first few seconds of 
the track). This song marks the second time that Davis is of important 
influence when creating a song by the band. As the track progresses, 
more elements are introduced into the track, like synthesizers and 
various vocal overdubs. A dark song written in Fm, ‘Kinetic’ includes a 
short momentary passage of modal mixture, but it mostly stays on this 
unsettling minor tonality. Throughout, this somber piece is filled with 
synthesizer melodies; but still, its minor tonality is never abandoned 


for long. 
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According to O'Brien's diary, the band began work on ‘Cuttooth’ in 
August 1999, and they kept on working in the song until February 


2000. The guitarist describes the song as having a ‘Neu thing about 
it- long and hypnotic..... It was initially considered to be released in 


‘Amnesiac’, but like it happened to ‘Kinetic’ and its initial status as a 


track on ‘Kid A’, another track took its place in the band's fifth effort. 


| will lead a wallpaper life 
Or run away to the foreign legion 


y\alo mrs tow talsin isl al.eom ae) Mm iaicomce) a 
As the tanks roll into town 
A little bit of knowledge will destroy you (x2) 


Mole)au a dale) maha Misi) mcyom (e)ale[O(-rail 10 
| don't know why | feel so skinned alive 


me lamelalilmycelelmlelaletow-lco mre) a> 

Ul aiii Yolo mer-lalalolmict>)mimr-lanvmanlela> 
me lamelalilmycelelmlelatetom-lco mre) a> 
Olah ii Yolo milareur-lame)ey-ya me lole)s 








I e)e)|omv(oleme| econ e)e||mycolemele\ ia 

i T=MAV{o) 0m (o\colelmni-i-)emr-lale mi c-l (eam cele melce) ie 

A little bit of knowledge will destroy you (x2) 

I e)e)|(omv(oleme| econ e)el|mycolemele\ ia 

Tie you to the stake and watch you burn in hell 


| don't know why | feel so tongue-tied 
| don't know why | feel so skinned alive 


ll find another skin to wear (x2) 
The word ‘knowledge in the chorus is also often transcribed as 
noise. The overall themes of the track are hard to interpret; the song 
has been identified as a sort of coming of age narrative, a war story, or 
a piece about lack of communication. The title is a reference to the 
phrase ‘cut one's teeth’, which alludes to gaining experience and 
wisdom. Thus, the coming of age theory behind the lyricism seems 
quite fitting. But there also appears to exist a feeling of fear and of 
need to escape in the words of the narrator: he wants to lead a 
“wallpaper life’ or ‘run away , meaning that he doesn't want to be 
noticed. But something interesting happens in the narrative of the 


track, because the person realizing the actions changes from I to ‘you’. 


It seems likely that the ‘you ‘and his actions are the reason why the 








original narrator wants to lead a quiet static life, since he is making 
him feel "tounge tied’ and ‘skinned alive’. Personally, I identify the 
song as being about finding out the truth about how society works, 
along the same lines that "Motion Picture Soundtrack’. This is why the 
phrase “a little bit of knowledge will destroy you’ is so important in 
the song: the ‘knowledge is the truth about how things really work. 
The song's final phrase, ‘I'll find another skin to wear’, is perhaps the 
answer of the narrator to this discovery, since he has just realized that 
he has to transform himself in order to survive. Whatever the song's 
meaning might be, it is delivered through one of the most 
straightforward and less experimental recordings the band made 
during the period, the only possible exception being Jonny's 
backwards and feedback-filled guitar tracks. The whole track is based 
on just three chords, A-E-B (VII-IV-I), and doesn't include any 
chromatic movement whatsoever. The main instruments on the song 


are piano, drums, and bass, which play the rhythm and harmony. 


Jonny plays synthesizers, in addition to the aforementioned guitar 















effects; O'Brien also added guitar, according to his diary. Yorke's 
vocals in the song are interesting because they are far from being on 
the same stylistic vein than most of the songs on either ‘Kid A’ or 
“Amnesiac... Loud and energetic, they arguably resemble more the 
songs on ‘The Bends", for example. Overall, “Cuttooth" features a far 
more accessible sound that the one presented on a lot of songs that 


ended up appearing on ‘Amnesiac . 
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Quite possibly one of the most positive and uplifting song in the band's 






entire recorded output, "Worrywort’ contrasts greatly with most of the 






politically-inclined B-sides from “Amnesiac’. The phrase “Might have 








been’ appears in the artwork of the 1998 EP “Airbag/How Am I Driving’, 
and thus, it seems likely that the song was already in development from 
the beginning of the "Kid A"/"Amnesiac" sessions. However, Ed's diary 
Kotex olmemoetsvehulovomuelomveyoteam-lem-l0em-Deremelemor-velemonlvenlelomethmoauce 


commented on its existence, much like it happens to most B-sides by the 


band. 


bol Uololammi'c-lalar-mr-lLeemancn 
b o)UMololamm'c-lalat-isy- hal talo mi eeelse 
bole tava Come(-|me)imia>malele). eee) 


Sprawling on a pin, 
mfclale|ialeme)iimial-m alele).e 
Ii aYijalemome(-1m.e)0le-\-))mr-\)\c-\ 0.4) 


There's no use dwelling on, 
Oem Varclmanlielalmat-\c-mel-1-10F 
MIU) malarial. @evmrslimialsmielaP 
bo) Uero]s| (ol ol-mar-\ulaleF 


We know the way you talk, 
We know what you want (x2) 
What you really wanted. 


a=) ,(o urs ele). ars inelelaler 
iM als)asuomers|alel(stome)amialsmers|,<>¥ 








OyamVarclmanlielalmar-h\yomel-1-10F 
Malm cey-\e mo) e-yalelul(emal- hom (el0).@ 
Mistakes mistaken 


ii al-)e-om alemerss-melu(-)1||aleme)aF 
No use dwelling on. 


It's such a beautiful day, 

It's such a beautiful day, 
DYoyabmijarem’cele lacx-)1ie- me re)(elaelan 
Go and get some rest. 


It's such a beautiful day. 
It's such a beautiful day. 
(Crom Ujom (om iat-manlier 
(Crom Ulm (omiatsmaniier 


A Wol-yucm-Vacm beehele)ae-Dolmrclar-luloverme)emuelsmnacbelvemlolu(oyemeymnetomhsurecms lets 


example, some versions end the song with the line “Go and get some 


wings. But whatever the exact words of the song might be, the message 


seems to be the same: stop worrying. This is the reason I called the track 


one of Radiohead's most poignantly optimistic pieces, which becomes 


especially remarkable given that their catalog is filled with songs that 


talk about the insanity, modern society, violence, depression and death. 


Quite in a different category is “Worrywort’, which centers on ideas like 








“It's such a beautiful day", and ‘think of all the fun you could be having’. 
The title of the song is play on the term ‘worrywart , which refers to a 
person who wotries too much, often without a clear reason. Thom's 
lyrics are a message to this person, who he tells to “go get some 

rest’ /'go get some wings . But this ‘you that the singer is referring to 
isn t necessarily another person (although it has been suggested that it 
is aromantic partner). It doesn't seem absurd to state that Yorke wrote 
the song as a message to himself, since he did something similar in the 
past with the last song on "OK Computer’, “The Tourist’; if we look at 
Yorke's biography, this also seems possible given that the singer tends 
to get highly overwhelmed and stressed. Whatever or whoever inspired 
Yorke to write these lyrics, their message remains very clear, and the 
song's positive, maybe even cheerful, character stands out amongst 
apocalyptic anthems and songs about capitalism. And this is clearly 
referenced in the music. Like most of the B-sides from "Amnesiac", 


wn Lo) a mA’ 46) al tam to OY tix Mo) ome) uer-Labetcm-DomenrccsaclUm-Voole)(csohmm-Decemecteleromoneyen 


basic musical elements, upon which different melodies are added. 








In this track's case, the basic elements are beat boxing rhythm (filled 
with reverb) and a dreamy synthesizer that indicates the song's 
tonality. Written in G major, it is hard to state that the song has 
traditional harmonic movement and moves by chords; rather, it would 
seem that there are just various melodies in the same key ‘floating 
around and adding to the overall ethereal character of the track. 
However, there is one brief passage in the track where the harmony 
suddenly changes to Cm, introduced by an equally sudden new element. 
But apart form this, neither the melody nor the harmony has any 
chromatic movement. Yorke sings calmly, never showing off his 
trademark high-register singing, but choosing instead to remain quiet 


and subtle. 
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“Fog was premiered in 2000, featuring only Yorke singing and playing 


piano. When it was released as B-side for the "Knives Out’ single, the 


track had been rearranged into a full band setting. Nevertheless, the 


few times that the song was performed live, it was played by Yorke in 


this initial solo setting; apparently, the band was unhappy with the 


band arrangement, given that Yorke once introduced the song live as 


“we did a version of this, and it wasn't very good. So this is a better 


version of it [...]" 


There's a little child 

mc elalaljaremceleralemiallomarelelsy~ 

And he never leaves 

He will never leave 

And the fog comes up from the sewers 
Nate me|(e\\Acmlamialomer=la.¢ 


Baby alligators in the sewers grow up fast 
Grow up fast 

PNa\AtaliaremYcelem’\c-la1m | mer>lamel-mele) ars 

How did you go bad? 


D)(oMV{olU melo cy-\e ite 
D)(oMV{o)U melon cy-\e ite 








somethings will never wash away 
Did you go bad? 
D)(oMV{o)U melon cy-\e ite 


An arguably innocent-sounding track, ‘Fog’ has themes like youth and 
erowing up at the center of its conception. But listeners have 
interpreted the main message of the song very differently: child ghosts 
Me avbobevsctcm-vaolepolemmm@or-lepolanetea mre MovoneriommeleblCevucsomer-lelcdolepbembelu-swer-laleyer-l| 
conflicts that “grow up fast", a good kid gone bad with a criminal 
record that ‘will never wash away. are just some examples. But there 
is little doubt that the idea of maturing is probably the song's main 
message. It would seem that Yorke is cryptically lamenting how people 
come of age and leave their old playful and innocent selves behind; 
however, he also states that everybody has some kind of a child-like 
inner energy, that is constantly “running around this house’, which 
will “never leave’, and which will never be washed away. The phrase 
“Baby alligators in the sewers’ is probably meant as a metaphor for 


kids in general, who “grow up fast’. It is quite telling that the song's 


working title as “Alligators in New York Sewers. Thus, this tells us 








that the alligator imagery of the song, which is necessarily linked to 
the phrase “grow up fast’, is central to the song's origin and 
inspiration. The coming of age words of the song are backed by 
innocent-sounding music, as I’ve mentioned before. The basic 
instruments of the track are a bass that plays tonics and some bells- 
like instrument, which might very well also be a synthesizer (and is 
actually essential to the overall child-like quality of the track). 
Although the track is generally slow, reflexive and with Yorke singing 
in a low register, by the track's ends, drums, tambourine and a fuzz 
cuitar have entered the track and add some energetic and aggressive 
elements to the subtle piece. Concerning the harmony, the song 
follows the progression D-Bm-A-G-Gm-D-Bm-A (I-vi-V-IV-iv-I-vi-V), 
quite standard and conventional, even when the subdominant is 
played in its major version and then as its minor version just before 
the song returns to the tonic, which is a rather standard harmonic 


device (also featured, albeit more prominently, in “Creep ’ ). 
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- 2003 

- Recorded in Ocean Way Recording, Hollywood. Canned 
Applause, Oxfordshire 

- Parlaphone 

- Produced by Radiohead and Nigel Godrich 

- Singles: There There 





Go Tio Sleep 





Qt2B=5 





-Peaked at number 1 in the UK, 5 in the US 


-Track Listing: 


1.2+2=5 (The Lukewarm) 

2.5it Down. Stand Up (Snakes & Ladders) 

5.9ail To The Moon (Brush the Cobwebs out of the sky) 
4.Backdrifts (Honeymoon Is Over) 

5. Go To Sleep (Little Main Being Erased ) 

6. Where I End And You Begin (The Sky Is Falling In) 
7.We Suck Young Blood (Your Time Is Up) 

8.There There (The Boney King of Nowhere) 

9.1 Will (No Man's Land) 

10.A Punch Up At A wedding (No no no no no no) 

11. Myxomatosis (Jude. Jury é Executioner) 

12. Scatterbrain (As Dead as Leaves) 

135. A Wolf At The Door Cit Girl. Rag Doll) 
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Background= 





After the release of “Kid A" and "Amnesiac", which had been complete 
departures form the music the band had been making in the past, 
Radiohead decided to record and album that wasnt a ‘big creative 
leap or statement”, according to what Yorke told Rolling Stone soon 
after the album’s release. After the tour, Yorke started working on 
three different CD's of songs filled with material considered for the 
upcoming album. "The Gloaming’, Episcoval’ and “Hold Your Prize” 
contained guitar and piano-based song ideas, but also some musical 


sketches that began as electronic music. Thus, Radiohead's next album 


became a combination of both genres, Rock and Electronic. 





Recording= 

Once the band had finished touring and Yorke had presented the rest 
of the members his musical sketches, Radiohead began rehearsing and 
working with the singer's basic ideas; the rough version of some songs 
in the album were premiered in 2002, while the band was on tour in 
Spain and Portugal. Nigel Godrich suggested that the band change 
scenery to record the new al bum, s Radiohead recorded the album in 


Los Angeles at his suggestion. Yorke: "We were like, ‘Do we want to fly 
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halfway around the world to do this?’ But it was terrific, because we 
worked really hard. We did a track a day. It was sort of like holiday 
camp. ‘Hail To The Thief" was recorded from September 2002 to 
February 2003. Compared to the painful and long recording process of 
the previous two albums, the band must have been considerably 
relieved. In fact, the bulk of the songs was recorded in a mere amount 
of two weeks, with latter additions and mixing back in the band's 
studio in Oxford. An important factor in the easiness of the recording 
sessions was also that the band was now sure of which musical path to 
take; as Yorke told MTV: "The last two studio records were a real 
headache. We had spent so much time looking at computers and grids, 
we wete like, that’s enough, we cant do that any more. This time, we 
used computers, but they had to actually be in the room with all the 
gear. So everything was about performance, like staging a play. There 
were also other reasons for this easiness: "We didn't really have time 
to be stressed about what we did. We got to the end of the second 
week before we even heard what we did on the first two days, and 
didn't even remember recording it or who was playing things. Which is 


a magical way of doing things." This new work process not only 


569 
boosted the musical development of the album, but also made the 
recording process the first in the band's history where, in O'Brien's 
words, we haven't wanted to kill each other." Nevertheless, conflicts 
did arise when mixing the album back home, as every member had a 
different idea on how to mix the album. According to Godrich's 
estimation, the original rough mixes done in Los Angeles are featured 
on one third of the album. 


Artwork/Packaging= 





The artwork of the album shares the political attitude reflected on the 
music it contains. Donwood stated: Advertising is designed to be 
seductive and attractive and, in a lot of ways, it's very beautiful. But 
there's something unsettling about being continually sold something. | 
liked taking the elements of roadside advertising out of context 
because it removes the imperative and just goes to the essence of it - 
the pure heart of advertising.” Most of the words used are directly 
borrowed from advertising Donwood noticed while strolling through 
the streets of Los Angeles. Concerning the colors used (seemingly 
bright and perhaps even positive) ominous because all these colours 


that I've used are derived from the petrol-chemical industry ... None of 
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it is natural. It essentially comes from black sludge. We've created this 
incredibly vibrant society, but we re going to have to deal with the 


consequences sooner or later.” 





Reception= 

“Hail To The Thief’ was backed by a considerable marketing campaign, 
which, by Radiohead standards, was far from their usual subtle and 
low-key advertising. Famously, listeners were able to hear the tracks 
before the album's official release, given that unfinished versions of 
the songs were mysteriously leaked on the Internet 10 weeks before 
the scheduled date. The band was outraged by this situation (Jonny: 
“It's stolen work, fer fuck's sake."), and this would be essential when 
the time came to release the band's following album. Only two music 
videos were made for just two of the three singles released (the 
exception being "2+2=5'). Meanwhile, the critical reception of the 
album was highly positive, although perhaps less than with previous 
albums. The main complaint seemed to be that there were too many 
tracks, and that many songs felt more like sketches than finished 
songs. The band was been arguably critical with the album in 


retrospective: both Colin and Ed told Mojo in 2008 that they agree 
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that they agree with the problems mentioned before, while Yorke 
mentioned to Spin in 2006 that the process of track listing might have 
been too hurried. Meanwhile, Godrich told NME in 2013: “I think 
there's some great moments on there - but too many songs. | think 
that's kind of agreed amongst the camp these days but at the time it 
was just what happened ... As a whole I think it's charming because of 
the lack of editing. But personally it’s probably my least favourite of all 
the albums... It didn't really have its own direction. It was almost like a 


homogeny of previous work. Maybe that's its strength.” 


Metacritic 85/100 
AllMusic 
Entertainment Weekly 
The Guardian 
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Music= 





Fans initially considered “Hail To The Thief’ as Radiohead's ‘comeback’ 
album, in the sense that the band had decided to return to their Rock, 
suitar-based, roots. However, electronic elements (drum machines, 
keyboards) are featured very prominently throughout the album. Thus, 
the album is a combination of both of these stylistic tendencies, which 
have appeared in previous albums. The songs are generally more direct 
and immediate than those on "Kid A’ or ‘Amnesiac’, which is quite 
definitely a result of the quick process in which the album was created. 
Yorke referred to the album as ‘very acoustic’, while O'Brien said, 
“there's space and sunshine and energy in the songs’. Before "Kid A" and 
‘Amnesiac’, Radiohead had very rarely overdubbed anything on the 
studio, since all band members preferred live takes much more than 
overdubs; ‘Hail To The Thief" represented a return to this manner of 
recording, which arguably explains why O Brien says there is ‘energy in 
the songs. The record's lyrics were strongly influenced by the election of 
George W. Bush as the 43rd president of the US in 2000. Yorke said ‘the 
general sense of ignorance and intolerance and panic and stupidity’ of 


the situation. The “War On Terror’ is an important underlying theme in 
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the album. In 2004, Yorke talked to Rolling Stone about ‘those 


Orwellian euphemisms that [the British and American governments] are 
so fond of. They became the background of the record. The emotional 
context of those words had been taken away. What I was doing was 
Stealing it back.” A recent parent at the time of the album's release (his 
son Noah was born in 2001), Yorke became considerably worried about 
the future of the younger generations; throughout the album, the singer 
tries to simplify political themes by ‘distilling’ them so they resemble a 
children’s TV show (which he was logically watching frequently at the 
time). There are important literary influences on the album: Dante's 
Inferno, Jonathan Swift's Gulliver's Travels and George Orwell. Yorke has 
Summed up the lyrics in various ways throughout the years: ‘a general 
fear of the future, that it's being jeopardized, that it's difficult to do very 
much about, because things have been set in motion that seem 
unstoppable’, as about ‘frustration and powerlessness and anger, and 
the huge gap between the people that put themselves in control and the 
people that allegedly voted for them’ and as ‘the conflict between being 
incredibly angry and being so tired you just want to give up’. If all of this 


wasn't indication enough of the album’s political inclinations, the title 
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itself was taken from directly from politics: the phrase ‘hail to the thief 
was used by anti-Bush demonstrators while the politician was running 
his electoral campaign. This phrase was chosen because the band wanted 
to ‘state the bleeding obvious ... that the most powerful country on earth 
is run by somebody who stole an election’. However, Jonny once stated: 
“We'd never name a record after one political thing like Bush's election. 
The record's bigger than that’. Meanwhile, Yorke told Spin that naming 
the whole album based on one political situation would have been 
“pretty shallow’. Instead, the singer explained the albums title like this: 
[...| I was just overcome with all this fear and darkness. And that fear is 
the ‘thief’. The album's name also references the sudden leak if the 
album tracks into the Internet weeks before its official release. The 
album is notorious for including an alternate name or subtitle for each 
song (an idea taken from moral-related Victorian playbills and music 
halls); the band applied this to the album's name as a whole: “Hail To The 
Thief (The Gloaming)”. This alternate title was originally considered as a 
title for the album, but was deemed ‘too proggy’, and negatively poetic’ 
and ‘doomy’". Thus, the album was created from far more than just the 


2000 US presidential election, contrary to popular belief. 
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Radiohead in 2003 (Below, headlining Glastonbury) 
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GP 2+2=5 (THE LUKEWARM) 





The album literally begins with the first song recorded in its recording 
sessions. ‘It was the first thing we recorded. You can hear Jonny 
plugging his guitar in. It was like, ‘right here go. It’s brash and colorful 
and short, like our stay in LA, actually.” Colin's quote to the New 
Zealand Herald explains the first track on Radiohead's sixth track 
quite clearly. However, it makes the song sound somewhat innocent, 
something it most definitely is not: "2+2=5" arguably sets the tone for 
the whole album, since it is filled with unsettling and tense musical 
passages, which back Yorke's highly political words. Phil: “Each 
opening track on an album always seems to be the opposite of the 
overall atmosphere of the last record. So ‘2+2', I mean, that really 
fulfills that for us, I think. And you know, the album is grounded so 
much more in the performance between the 5 of us this time, than on 
“Kid A’ and “Amnesiac . The fact that you're there, and you re starting 
up with this guitar just like cranking up at the beginning of it. For us 
it's a very unselfconscious way of working, and I think that comes 


across especially in 2+2’, really’ Indeed, the band members do tend 
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to stress in almost every mention of the track how guitar-oriented it is, 
which seems logical given how different the track is to the opening 
pieces in the band's previous albums, and that it was a live take that 
contrasts strongly with the overdubbing of their previous two efforts. It 
also seems important to note what Colin pointed out to BANG magazine 
in 2003: "'2+2=5’, is three and a half minutes long, it’s got three strong 
melodies in it and loud guitar halfway through, a few long choruses and 
cuitar solos - | mean, isn t that what everyone's been saying they wanted 
from us in the last three years?”. The first track on the album was 
recorded in a hurry (although the thematic idea had probably been on 
the singer's mind since the "Kid A'/"Amnesiac’, Yorke finished the lyrics 
on the studio) in mere two hours, while the band was reportedly 
“Starving and Nigel Godrich wouldn't let them eat anything until they 
had recorded a successful take of the song. According to Yorke's 
comments to Spin in 2006, the song suffered because of this rushed 
character; years earlier, Thom had commented that the song was not 
entirely serious , and added that the track is ‘throwaway, really. — 
Nevertheless, it has remained a live favorite, and is amongst the album's 


most well Known tracks. 
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Are you such a dreamer 

To put the world to rights 

I'll stay home forever 

Where two and two always makes a five 


I'll lay down the tracks 

Sandbag and hide 

January has April showers 

And two and two always makes a five 


It's the devil's way now 

There is no way out 

You can scream and you can shout 
It is too late now 


Because you have not been 
Payin’ attention (x19) 


| try to sing along 

But the music's all wrong 

‘Cause I'm not (x2) 

| swat ‘em like flies? 

but like flies the buggers keep coming back 
But I'm not 


Oh hail to the thief (x2) 
But I'm not (x3) 


Don't question my authority or put me in the box 
‘Cause I'm not (x2) 


Oh go and tell the king that the sky Is falling in 
But it's not (x2) 
Maybe not (x2) 
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Yorke to XFM magazine: "The lukewarm is something from Dante. If I 


remember this rightly, it’s the least nasty bit of hell, just as you walk 
through the door there's the ‘Lukewarm. And the lukewarm hang 
around and they were never really bothered about... they didn't believe 
in anything particularly. They were like, ‘Oh, you know, whatever, there's 
nothing I can do about it. No, no, no. And it's quite a curious thing that 
Dante presents you with. All of a sudden you have these people and you 
think, ‘Well, they haven't really done anything wrong, they just didn't do 
anything. And so he judges them and puts them there which, I think, is 
actually a really good way of explaining ‘2+2=5.." Another important 
quote by the author of the lyrics, this time to Musikexpress in 2003: "The 
phrase | ‘Hail To The Thief'| is part of '2+2=5', of course, but when I wrote 
that song I had another, earlier president in mind about whom I had just 
heard a radio program. He was called a “thief”, too. At that time I wasn't 
aware that something like that had been going on at Bush's election, too. 
Honestly, I didn't.” The president Yorke refers to is the sixth president of 
the US, John Quincy Adams, who was in this charge from 1825 to 1829. 
And, indeed, the phrase ‘hail to the thief' was first used when Adams 


became president. These two quotes tell us that the song goes far beyond 


580 
just the 2000 election and Bush, even when they are easily and fittingly 


connected. The reference to Quincy Adams already tells us that the lyrics 
do come from politics, although they are rather cryptic and never make 
any direct or explicit links. ‘The Lukewarm, as Thom explained, is used 
as an intricate and highly specific metaphor for society: crudely 
presented, people were just put there, and accept things how they are, 
even when they are living in a part of hell; in the singer's own words: 
their attitude is ‘there is nothing I can do about it’. Thus, Yorke seems to 
be reminding us that we are living in times where people are being fed 
the lie that 2+2=5, and even when they are completely aware that itisn't 
true, they refuse to do anything about it. Naming the song after one of the 
most famous dystopian works of all time, George Orwell's 1984, is 
actually one of the most explicit political statements the band has 
probably ever issued. Apart from Dante and Orwell, the song also 
ironically borrows ideas from a bedtime story, reportedly the favorite of 
both Yorke and his younger brother Andy, Chicken Licken. The line ‘go 
and tell the king that the sky is falling in” was taken directly from this 
story, in which a group of animals hurry to tell the king about this 


situation. However, on their way they meet a fox that agrees to help 
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them; eventually, the fox ends up fooling all the animals and eating them 
in his den, along with the rest of his fox family. Of course, the main idea is 
that the animals never get to tell the king about the situation, which is 
completely true and logically important. And this relates to the song 
because, as Yorke pointed out to Q Magazine, That could be happening 
everyday of our lives, the ones with the news are getting knocked on the 
head. Also translates as more dystopian, Orwell-related, political 
themes. But perhaps one of the song's most important themes is best 
understood through the Dante allegory; Yorke's lyrics might express a lot 
of feelings, but they importantly stress out conformism, and this is clear 
from the first verse of the song: while some dream about putting ‘the 
world to rights’, the common citizen stays "home forever’, where ‘two 
and two always makes a five’. Thus, Yorke alludes to conformism and to 
people who simply refuse to do anything about the unfortunate situation 
society is in, eveb when they are completely aware that something is 
wrong. In Yorke's words, Dante places specific people in the Lukewarm 
because they didn't do anything, and simply allowed things to unfold 
before their eyes. The song then alludes to the people who eventually do 


realize the horrible truth, and warns them ‘there is no way out’. But 
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"2+2=5° is also an incredibly angry song, and this anger is born from the 
frustration of seeing conformism, amongst other things. The section of 
the song that best expresses these feelings is when Yorke sings 

“payin attention’ monotonously and repeatedly, aptly describing that 
people have been believing lies (like 2 and 2 equals 5, or the seemingly 
illogical “January has April showers’), because they have not been 
careful enough, and have never wondered about the general situation; 
clearly, Yorke doesn't think that all the lies are cleverly covered (as in 
meaning that the government is sneaky and smart), but he seems to 
postulate that this hellish system works only because people are not 
“paying attention’, and thus allow the situation as a whole to function 
properly, albeit indirectly. Throughout the song's climatic ending, Yorke 
reminds that he is not like the common modern citizen, since he is aware 
of how things really work, and of how unfortunate the whole situation 
seems to be. The song ends with the phrase borrowed from Chicken 
Licken, to which Yorke initially replies that the sky is NOT falling in; 
however, he soon replaces this assured and confident negation with 
“maybe not’, leaving the song unresolved, with feelings of confusion and 


doubt about what is really happening: MAYBE the sky is in fact falling, 
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but regular people wouldn't be aware of this. 


"2+2=5" famously begins with Jonny Greenwood plugging in his guitar 
and saying Were on’, followed by what is most likely Thom Yorke's 
voice (although some sources also suggest Colin Greenwood): ‘That's a 
nice way to start Jonny’. This is literally the first thing the band recorded 
in the “Hail To The Thief’ sessions. Soon after, a guitar tuned as drop-D 


starts playing the following riff, backed by a fast electronic beat 
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The riff indicates a dark Fm tonality. The figure initially describes a minor triad, 
but then changes to Fsus2/E; the bass note in this riff/figure interestingly moves 
to chromatic territory, since Fm uses Eb, not E natural. The use of this chromatic 
natural note as bass makes the passage sound even more (harmonically) 
unsettling. 


Interestingly, the track, and therefore, the album, begins with an 
electronic element (reminiscent of “Kid A"/"Amnesiac ) paired with an 
electric guitar, the main instrument in the song, which hadn't been 
common in the band's music since 1997. If Radiohead's sixth album can 
be correctly described as a combination of the two main tendencies in 
Radiohead's music so far, this is very clear from the very first bars of the 


first song in the album. 
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The song also includes another typical Radiohead element: a tricky and 


arguably uncommon time signature: 7/4. 





First melody of the 
verse 


Second melody of the verse 


The vocals of the first section of the song are entirely homophonic, sung 
by two voices alternatively separated by a third or a fourth. The melody 
is filled with important chromatic notes (E natural and B natural) that 
leave the passage tense and unresolved. When the melody reaches the 
refrain (‘two and two always... ), the guitar indicates F/Eb, which creates 


an important contrast due to the sudden use of a build-up major tonic 
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chord. However, the bass note of this sudden F major is Eb, which now 
sounds dissonant next to this new chord. The harmony then moves to D7- 
Gm-F6sus4-C/E, as the refrain finishes. D7 contrasts greatly with the 
original Fm tonality of the song through its use of natural D, the chromatic 
mediant of the chord, F#, and A natural. Throughout this refrain, however, 
the harmony moves through important chromatic territory, and by the end 
of the passage, the song stays on a tense C chord, which includes chromatic 
E natural; even more so, the chord is played on guitar in first inversion, 
leaving this tense E as bass note. Throughout the first section of the track, 
the F minor tonality of the song is disrupted constantly. The vocals move 
according to this chromatic tension, and even when they often return to F 
natural in the refrain, Radiohead deliberately aims to keep the verse 
harmonically disrupted and inconclusive. The highly tense bridge between 
these first verses and the explosive climax of the song is also based around 
this similar unresolved tonality, as it follows the progression Fm-C/E-Db- 
C-Eb-Db-C; chromatic E natural is featured prominently in this section. A 
second guitar joins the first, creating a strained, although somewhat subtle, 


counterpoint: both guitars play arpeggio-based figures, but one of them 
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introduces a figure that includes tonic and mediant, but no dominant, 
played as triplets (this guitar briefly ascends up the fret board to Gm as Db 
is maintained the second time in the progression); meanwhile, the other 
guitar plays tonic and dominant. Thus, the complete minor triads of each 
chord are played, albeit separately. The progression is also phrygian in 
nature, although it does present a brief allusion to F minor when its 


subtonic Eb is played. Yorke's melody in this section: 





The main vocal melody (still sung with backing homophonic overdubs) starts on 
Ab, descends to G and stays on F. The second melodic idea of the section moves 
around the same notes, with the addition of a high Bb. 


Once the song explodes and reaches its climax ("payin’ attention ), the 
drums and bass come in for the first time in the whole song; the same can 
be said for the sudden distortion in the electric guitars. The new section 
moves with the same chord progression as before, but Yorke introduces a 
new melody, which basically repeats F, thus indicating the song's tonal 


center even after all the ambiguous progressions from before. The song 


587 


gets somewhat calmer; an instrumental bridge presents the progression 
Ab-Bb-Ab-G7, which still maintains the song's tonality ambiguous. This 8 
bar long interlude includes what probably Colin referred to as a “guitar 
solo’ in the comment quotes earlier. However, describing this exceedingly 
brief guitar figure as a solo might seem exaggerated. After this short 
transition, the track moves to its final section. Backed by the chords Db5- 
Ab5-Db5-Ab5-G7, the song now moves into highly ‘Rock’ territory; the 
use of energetic and strummed chords that lack a mediant are reminiscent 
of the Radiohead of "Pablo Honey’. Still, an overdubbed synthesizer 
(probably one of the few latter additions that the band made to the song 
back in Oxford, along with Yorke's vocal overdubs) reminds the listener 
that the song isn't stereotypical Rock. Yorke still accentuates F, or notes 
found in its minor triad, in the vocals. Throughout the whole track, F 
minor is constantly hinted at, but never fully embraced, since its diatonic 


idiom is constantly disrupted. 





-C.Greenwood= Bass __ 
E. O'Brien= Guitar 





P. Selway= Drums 
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G0 sit DOWN, STAND UP 
(SNAKES & LADDERS) 


“Sit Down, Stand Up” has a surprisingly long background story, which 











goes back to 1998, after "OK Computer’ had just been released. A quote 
by Thom, released on an official “Hail To The Thief" CD interview, gives 
quite a lot of information on its origin: “It was sort of written initially... 
the demo | did of it for the others was very, very, very slow, indeed. And I 
kind of wanted it to keep that in, keep this sort of like chanting about it, 
really. And the words weren't really relevant, it was just these melodies 
going round and ‘round against each other, you know. I'm not quite sure 
where that came from, but it’s probably kind of a Mingus thing, one of my 
many Mingus hang-ups from another Mingus track. But then it just 
turned into this blimming, I don't know, rhythm fest thing. because it was 
obviously not gonna stay like that, I don't know... It’s very, very old as 
well. | mean, it's pre-Kid A, the initial idea for the song. And the ‘rain 
drops section just came out of thin air, I don't know where the hell that 
came from, to be honest. Got no idea. It was a series of... | mean, virtually 


everything on that track scarily is from one take. Except obviously the 
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other vocals. I mean, all the instrumentation and everything. And when 
we were playing that live we were getting this insane response, and we 
didn't know... ‘cause we went out and we tried out all the songs before 
we recorded them, you know. We went to Spain and Portugal and played 
all these things. And ‘Sit Down. Stand Up. always used to... | mean, it was 
such a joke, because, you know, the last 2 minutes of the song we just 
didn't know what we were doing. We didn't have a clue, you know. Jonny 
was like sitting there on his big AS machine, and all the lights flashing, 
Phil was trying to work out where hed left the beat, and me and Ed are 
just like ‘well, let's just keep singing ‘raindrops’, and hopefully people 
will think that it’s coherent, even when it's not. And that's basically what 
we ended up with, really. But then we went into this sort of thing where 
we had this... there was one section where we basically cut it all into 
shreds and put it through the laptop and spat it back out, and kind of 
thought it was really too silly. But Nigel was like ‘no, no, that’s gonna go 
in. And he was right, he was really good. It just switches into this other 
mode completely, like someone switched on the calculator and made 
everything quite rational, and then it's kind of not. I don't know. It's 


something I'm very proud of, but I just can't remember how the hell we 
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got there, to be honest, like with most things on this record." The reason 
“Sit Down Stand Up’ was five years old at the time of its official release 
was because the band couldn't find an arrangement of the tune that 
satisfied them (which, as we have seen, often happens to the band). The 
track was written ‘around the delights of Rwanda, watching that on TV.” 
This quote by the song's author may refer to watching the news about 
the Second Congo War, which seems logical given that this war started 
on 1998; however the Rwandan genocide of 1994 (also strongly linked to 
"Like Spinning Plates’) has also been suggested as a possible inspiration. 
Under this dark influence, the first version of the song was created. In 
1998, it was considerably slower (it does not seem likely that Radiohead 
attempted to record the track for “Kid A’/"Amnesiac’, given that the band 
would have probably mentioned this when talking about the track), but 
by the time it was premiered in the brief Iberian tour of 2002 the song 
was quite close to its final form. Audience reactions to the piece were 
quite enthusiastic, so the band decided to record the track as this new 
and more energetic version; when they attempted to record it in the 
studio, however, they had to rearrange it one final time. According to 


Yorke's quote, it was recorded in a single take; Phil also added that it was 
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done in the first week of recording in Ocean Way. 


Sit down, stand up (x2) 

Walk into the jaws of hell (x2) 
Anytime (x2 

We can wipe you out anytime 

We can wipe you out 
Anytime (x2) 


The raindrops (x47) 


“Sit Down, Stand Up’ includes the title phrase repeated throughout the 
track like a mantra, sung by vocal overdubs; meanwhile, the few lyrics of 
the song are sung on top of this line. According to Yorke, the lyrics 
express the deep, profound terror’ that the singer was living with day to 
day; this is easily linked to the song's inspiration being the violence on 
Rwanda. To XFM magazine: “When | sing it though, I always think of the 
‘We can wipe you out anytime’ line. And they ve developed that missile 
now that they can just launch, and target it on the strength of your 
mobile signal. Then they wipe someone out on that. They did that before 
the Iraq war. They did that. It’s pretty impressive. And that's what I 
always think of... be careful what you say. Be careful what you say on 
your mobile phone. Not that I'm paranoid or anything... The album's 


second track doesn't stray away from the political inclinations of the first 
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song, 2+2=5'. And its meaning seems to be quite clear: ‘walking into 
the jaws of hell” references the state of modern society, where people 
are order to sit down, or to stand up. It is an allusion to politicians, or 
simply to people in power, who tell the rest of the population what to 
do. And just in case this wasn't pessimistic enough, the people in charge 
seem to warn citizens they can be wiped anytime. The meaning of the 
final word in the song, raindrops, inside of this interpretation isn’t very 
clear. Although listeners could interpret the concept of rain in a variety 
of ways inside the previous war/politics/society allegory, Yorke himself 
reportedly doesn't know how is it that this word fits the overall 
thematic of the song; he told Spin that he just though the word sounded 
phonetically good, and this is why he added the phrase to the track. The 
repetitive nature of the song is mirrored in the song's music: “Sit Down, 
Stand Up" could be easily described as a song that attempts to create a 
very specific ambience. The song has two main sections, connected 
through a bridge that builds up the song until it reaches its final climax. 
The generally unsettling and tense track is built around piano, the 
instrument in which Yorke most likely wrote the song. But the first 


instruments heard are synthesizers and drum machines. The first 
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introduce the Fm tonality of the song through spacy melodies which 
consist of F, Db and C (dominant of the scale); a second idea plays the 
Same notes, only the F is an octave higher. The first section of the song 
is fully introduced by the piano, which plays a syncopated pattern. Its 
left hand marks the movement F-Db-Eb-Db, while the right hand 
maintains an F pedal and accentuates notes C-Ab-Bb-Ab-B; the F minor 
tonality of the song is only disrupted with chromatic natural B (which 
creates a brief passage of an arpeggio Fdim), but the pedal still 
maintains the home key assured. The mantra-like repetition of "Sit 
Down, Stand Up’ is always based around F dominant C, and mimics the 
synthesizers (and glockenspiel, although this instrument also adds 


some variations) quite closely, although not exactly. 


Yorke's melodies in the verse never stray away from diatonic idiom, since they 
always end on one of the three notes that constitute the Fm triad. In this example, 
the melody finishes on mediant Ab. 

From the counterpoint of the first section (various vocal melodies, 


synthesizers and glockenspiel, backed by an energetic drum beat), the song 


moves to a tense bridge, which serves to build momentum for the final 
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section of the track. This transition is built around F-Bb-Ab-Db-C, and then 
F-Eb-D-B-Bb. It is quite telling that the chords used are all played without 
mediants, but just as tonic and dominant. The chromaticism of the section 
is what creates its prominent tension (it is important to note that there 
aren't chromatic notes in the first progression, given that C is played 
without a mediant, and E natural from C major is the only possibility of 
chromatic movement in this progression); the second progression moves 
around phryigian territory, but also includes a brief modulation in its use 
of B. The climax of the song, led by energetic performances of the rhythm 
section comprised by Selway and Colin Greenwood, uses the progression 
F-Eb-D, also played without mediants. These chords suggest D phrygian, 
and are much less disruptive than the previous progressions given that it 
doesn t include a sudden use of B; an important chromatic movement in 
Fm might also be interpreted. Throughout all of these harmonic changes, 
Yorke sings tonics, and even when a second vocal track is added in the 
song's climatic outro, there is no trace of any mediant given that the new 
track sings dominants. The song's final section, which lasts about 1 minute 
and 20 seconds, gets more and more energetic as time passes; various 


special effects (“laser guns") end the song loudly and dramatically. 
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The song has not been performed since 2004, which seems particularly 


curious given that it was a reputed live favorite at shows. 





C. Greenwood= Peis 
E. O'Brien= Guitar 






P. Selway= Drums 





{0 SAIL TO THE MOON 
(BRUSH THE COBWEBS 
OUT OF THE SKY) 











Thom Yorke wrote this “personal “love song” in 5 minutes for his son 
Noah, who has one year old at the time. The singer showed a demo of the 
song to the rest of the band in late 2001, or early 2002; Colin and Phil 
loved the track, but Jonny thought it wasn't a complete song yet. The 
younger Greenwood told Spin in 2003: ‘I'm not being rude, but ‘Sail to the 


Moon’ wasn't very well-written, and it had different chords and only half 
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an idea. It only came together after the whole band worked on it and 
figured out how the structures should be, and Phil had some insight on 
how the song could be arranged. And then it became just about the best 
song on the record. While the track had to be rearranged and developed 
in order to get Jonny Greenwood's approval, the rest of band members 
have shown a lot of admiration for the soothing ballad from the 
beginning. Phil: “I mean, it’s a stunning song. As with so much of this 
record, I think Thom's voice has really been outstanding, being a real 
feature. And on the CDs, that he distributed amongst us before we 
actually started rehearsing, I think that was one of the stand-out songs, 
really. I think it’s quite a good indication of where his head was at during 
this recording. ‘Cause I mean, to actually give those kinds of 
performances you need to be very relaxed and very confident in what 
you re doing. Indeed, the drummer was essential in arranging the song, 
as the quote by Jonny already mentioned; it seems logical to state that 
this specific involvement by the drummer in “Sail to The Moon’ might 
explain why the song has so much time signature-interplay. Yorke has 
given some insight on the lyrics of the song, telling NME in 2003: "I think 


it's a bit lovely. There's a lot of that- about responsibility. Lots of looking 
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to the future and seeing fuck all. That's probably a very good reason for 
people not to be interested in this record. If they don't want to hear that 
atmosphere | think they should go and buy something else. A general fear 
of the future, that it's being jeopardised, that it's difficult to do very much 
about, because things have been set in motion that seem unstoppable. 
Ironically, he also told XFM: “It's a really hopeful song, and... quite 
personal, and that's about all I can say about it, really.” The singer then 


proceeded to explain the subtitle of the song: "Brush the cobwebs out of 
the sky’ - that's from somewhere, but I can t remember... Oh yes, it's from 
‘Bagpuss. | think it’s one of those amazing Oliver Postgate songs, story 
things. I'm not sure." The connection between the 70's children show 
Starring a cat and the song itself quite likely come from the inspiration for 
the latter: Yorke's infant son Noah. We mentioned earlier that when the 
album came out, Thom was watching children TV shows very frequently 


due to his son, and it seems logical that the two are connected closely. 


References to Postagte's work will reappear later in the album. 
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| sail to the moon 

| sooke too soon 

And how much did it cost 

| was dropped from 
Moonbeam 

And sailed on shooting stars 


Maybe you'll 

Be president 

But know right from wrong 
Or in the flood 

You'll build an Ark 


And sail us to the moon 


The line "I sail to the moon’ is often transcribed as "I sucked the moon’. 
Either way, the song retains an almost fable-like character, and has a 
clearly didactic objective, since Yorke wrote the piece for his son. The 
singer seems to be telling his infant son what to and what not to do in 
the future: He warns against speaking “too soon’, meaning that you 
promise more than what you actually end up achieving, and this is 
pictured in the highly poetic metaphor of sailing to the moon. What can 
be interpreted as fairly logical advice from father to son might also have 
some political connotations, referencing politicians who talk and 
promise a lot, but never deliver what they assured in the first place. The 


song's connection to politics is much more obvious in the line ‘maybe 
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you ll be president, but know right from wrong’. Again, more advice from 
father to son, but also a subtle attack on politicians. Yorke then references 
the biblical story of Noah's ark; a tender detail given that this is his own 
son's name. However, the reference goes beyond this loving gesture: 
Yorke points to his son to “build an ark’, on which he can sail people to 
the moon, which probably translates as safety (Indeed, listeners have also 
often linked the song's title phrase to Yorke's interest in climate change). 
If we think of the song under this perspective, it becomes easy to see why 
Yorke clashingly described it as “hopeful”, but also as being about ‘fear of 
the future’ and about things that “have been set in motion and seem 
unstoppable”. Roughly expressed, the singer seems to be placing 
responsibility in his son, so his actions will bring a glimmer of hope ina 
dark future, where these ‘things’ have unleashed drastic situations. A 
personal song written for his son, indeed. But also an indirect 
commentary on the worries that are constantly present throughout Hail 
To The Thief". 
“Sail To The Moon’ is a slow ballad, best described by Colin Greenwood as 
“such a delicate sort of thing, such a beautiful thing.” Built around piano 


and subtle guitar arrangements, perhaps one of the most famous musical 
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elements of the song is its time signature(s), which I have already said 
probably come from Phil's input into the songs arrangement (this 
connects the song to “Pyramid Song’. Moreover, the overall character, 
lyrics and ambience of both tracks have often been linked since they are 
somewhat similar in style). Yorke commented: ‘| think the band did an 
amazing thing with that, because I never thought wed get it off the 
eround, because all the counting and the timing on it is really funny. | 
mean, I guess you cant hear it, maybe people cant hear it, but it’s just a 
total nightmare. And everyone's having to count all the way through. ‘Ok, 
this one's 7, this one's 6, this one's 5, bla bla bla’. But it doesn't really 
sound like that, they made it sound really effortless. So I was really happy 
about that, I was really proud of that.” The dreamy tune begins with its 
two basic instruments, which establish the song's rhythmic devices and 
tonality. The introduction, also played after each verse, is as follows: 4/4, 
5/4, 7/4, 4/4 (2 bars), 6/4, 5/4, 2/4, 5/4. Written in Am, the song 
includes important chromaticism, which often creates a parallel A major 
character. And this is clear from the very first bar of the track; the chords 


are often played as the song changes time signature. 
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The song ironically begins on Amaj7, which states that the track has an 
A-centered tonality; however, while the song is written on Am, the first 
chord includes chromatic G# and also mediant C# (although this note 
isn't played the first time the chord is presented). Thus, the very first bar 
of the song already disrupts the diatonic idiom of home key Am. The 
harmony then slowly moves to C, relative major of Am, and then to 
submediant F, played as Fmaj7. These two last chords return the song to 
the diatonic idiom of Am. After the piano and guitar introduce the 
progression, they are joined by drums, bass and O'Brien's spacy guitar 
effects. The song's verse leaves the piano and guitar alone once again; 


the song returns to home Key Am: 
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The only chromatic note in the verses is the embellishment of seventh scale 
degree G#, which functions as a leading tone instead of a subtonic. Half a bar of 
Am and one of Fmaj7, however, rapidly substitute the diatonic idiom of the 
passage. The vocals start on tonic A and then ascend to its dominant E. 


The song then moves back to the subtle and continuous time signature 


changes of the introduction: 





A passing 2 /4 bar in Fmaj7 leads to a bar in 3/4 and on C (III); in a 4/4 bar, Em (v) 
is played as second inversion, with dominant B in the bass, just before the song 
returns to submediant F. The vocals first reach G and then ascend to the tonic of 
home key A; as the harmony changes to Em and Fmaj7, Yorke ends both of the 
ideas in the bar on E (which accentuates the major seventh character of the chord 
being played at the moment) 


The verse consists of these two brief passages; after being played twice (the 
second time with arranged with highly arpeggiated guitars), the song moves 
to a short instrumental passage with the same character of the introduction. 


The drums, bass and second guitar return to the song, as Jonny plays a 
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guitar riff, backed by Amaj7-Cmaj7-Fmaj7; the riff employs chromaticism in 


the mediant of the first chord, and on an F# on Cmaj7: 


The song then returns to the verse once again, but the presence of the 
whole band adds energy to the previously calm section; apart from this, 
there are also important uses of chromaticism (especially F#) and 
prominent guitar arrangements by O'Brien; the disruption of the diatonic 
harmony of Am is constant. The track ends with the song's refrain, which 
subtly moves to a brief outro, introduced by Yorke singing chromatic F#: 
the chord of this passage is Emaj7; indeed, this outro is filled with tense 
chromatic notes which move away from the (highly disrupted) Am 
tonality of the rest of the song: Abmaj7-Cmaj7-Em(maj7). This 
ambiguous progression is played twice only by the piano, which moves to 
a higher register each time it changes chords; the song eventually ends on 
Abmaj7, which means that the original tonality of the song has been left 
harmonically unresolved. 

A quiet fan favorite, ‘Sail To The Moon” was widely performed live by the 


band at the time of the album's release; however, it has not been played 
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since 2008. 


C. Greenwood= Bass 
E. O'Brien= Guitar 

















P. Selway= Drums 











©? BACKDRIFTS 
(HOONEYMOON IS OVER) 





“Backdrifts’ was conceived in 1998, and was attempted in the “Kid A’ / 
‘Amnesiac’ sessions; moreover, Colin commented that making the rhythm 
for this track was the first time that Radiohead “managed to work out 
how to make all the boxes and machines talk to each other.’ So even when 
the song wasn't released until 2003, it was an important step forward for 
the band in the sessions for the previous albums. The music of the song 
was first created on a QY7O sequencer by Thom, but it was then 
completed by both Greenwood brothers ‘after they disappeared to a 


different part of the house and emerged a week later", in Phil's words. 
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The singer had a lot of trouble completing the words of the song: Yorke 


returned to pulling words out of a hat in order to complete the song's 
lyrics. However, there is little doubt about the song's lyrical inspiration: 
“We were stuck in a snowdrift in Japan. It was the most beautiful thing 
you ve ever seen. The snow was piled high on the branches, and then a 
bullet train would go past, and the snow would drop off the branch. The 
whole world was utterly blanketed except for these straggly bits of black 
and white. And that's where it started. The words have always been based 
in that image. Also: "There's lots and lots of different interpretations. I 
mean, the lyrics are incredibly ambivalent. Deliberately. But it sort of 
came from a certain type of light that I saw, a certain type of smell. It's not 
particularly anything, that... it's sort of basically this pure blind panic, 
which I kept encountering in various different forms, and that ended up 
being a song called ‘Backdrifts’. It's a sort of fluorescent light. That's 
probably not very helpful... | can't really explain it. | mean... ‘Backdrifts' to 
me ended up being, I mean if we re talking lyrically, ended up being very 
much about the slide into... the slide backwards, that s happening 
everywhere you look, you know. There was a time when everybody sort 


of felt like maybe the world was progressing and maybe we were getting 
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better, sort of understanding other people, you know, that there was a 
high level of tolerance and compassion and so on. And then someone 
literally flicked a switch and the light went on and everybody just scaried 
[sic] for the dark. And that's to me is sort of the best... that's quite a good 


way of describing the sort of general atmosphere of that song.” 


We're rotten fruit 

We're damaged goods 

What the hell, we've got nothing more to lose 
One gust and we will probably crumble 
We're backdrifters 


(Verse 1) 


This far but no further 

(Verse 2) I'm hanging off a branch 
I'm teetering on the brink of 

Honey sweet 

SO full of sleep 

I'm backsliding 


(Chorus) You fell into our arms (x3) 
We tried but there was nothing we could do 
Nothing we could do 


All evidence has been buried 

(Verse 3) All tapes have been erased 
But your footsteps give you away 

So you're backtracking 


(Chorus) 


(Verse 1) 
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As Thom said it himself, there are various possible interpretations of 
these words. The fact that some of them were chosen randomly only make 
an analysis even harder. Nevertheless, the song's key word is obviously 
regression, as evidenced in the multitude of times Yorke uses the word 
‘back’: “backdrifting", "backsliding’ and “backtracking”. There is also an 
important theme of hopelessness and pessimism in the track, which is 
clearly seen in the chorus (‘there was nothing we could do’). But the 
important question concerning the lyrics is the identity of the people who 
experience this regression; Yorke talks in plural about people who are 
‘rotten fruit’, “damaged goods , and who have ‘nothing left to loose’. The 
track has often been linked to a sour romantic relationship, but according 
to Yorke's quote, the song's meaning lies in how the world is in a state of 
regression to less compassionate and tolerant attitudes; again, politics are 
very closely related to a song's interpretation in Hail To The Thief’. 

It doesn't seem strange that "Backdrifts’ comes from the same period in 
Radiohead's career that the band started experimenting with electronic 
music: this song, especially rhythm-wise, can easily be linked to 
‘Idioteque’ or Kid A’, since it is built on the aforementioned rhythm track 


created by Thom and further developed by Jonny and Colin. Ed to XFM: 
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[Backdrifts" was| pretty much fully formed on a laptop having used 


sounds that Colin and Jonny had originally processed. This quote could 
easily be applied to a handful of songs on "Kid A" and "Amnesiac". 
“Backdrifts’ doesn't use traditional instrumentation, and its harmony is 
described by digital effects (maybe highly manipulated synthesizers) 
that are present throughout the whole track. The song has its tonal 
center on B, and often directs towards a subtle B locrian. The song's 
verses are built on B5 (and also include Bsus4 and B7), but constantly 
change to a brief A; the verse also includes the chords A5 and E5. The 
melody in this section often accentuates dominant D and eventually end 
on B, steering away from any chromaticism. The chorus follows the 
progression B-D (X3)-A-C-B, and has a considerable amount of 
chromatic notes. Yorke's vocals move according to this movement, If we 
consider the song to be in diatonic B major, then “Backdrifts" constantly 
moves away from its originally established idiom. After the chorus, a 
piano introduces a series of notes (F#, E, D#, A) played with B in the 
bass. This is just another example of how every instrument in the track 
reinforces the B-tonal center of the track, but leaves the question of 


whether the song is tonal or modal ambiguous. This is especially notable 
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in the song's use of B5, which doesn't include the mediant. Concerning 
the live version of the song, Yorke told WBCN Boston: “Yes, we do a 
version of it live. | mean, we don't do live drums. We slice up all the 
drums and put them down, so that Phil mixes all the rhythms in and out 
and stuff. And Jonny, you do all this nutty backwards stuff on the guitar. 
So it's just different, basically. We invented something else to do with it, 


really.” 





&? GO TO SLEEP (LITTLE 
MAN BEING ERASED) 


The second single from ‘Hail To The Thief" is a return to the traditional 








Rock instrumentation the band was known for before they began 
experimenting with electronic music and synthesizers; Go To Sleep’ 
doesn t include any keyboards at all. It was also one of the tracks in the 


album that took the band the longest to successfully record. In Yorke's 
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words, With that we thought for a while that we would never get it 


going and nowit's one of the songs I am most proud of. But for six 
months it was some kind of very, very awful Westcoast-Rock-thing, while 
we kept just looking at each other like: What are we doing here? This is 
awful!'” He also once stated that Radiohead ‘just expected [the song] to 
die all the time, and then it didn't.” Meanwhile, Phil told C.M.]. in 2003: 
“I'm really happy with the way ‘Go To Sleep’ turned out, because that was 
probably the track that we were having the most difficulty with 
arranging during pre-production, and then on the touring. I think it was a 
good measure of how much we've come on as musicians - that within the 
Space of a day in the studio, we had actually thrown together a good 
arrangement.’ Once again, the problem with a song by the band is its 
arrangement. For Colin, the track “summed the record up ; the bassist 
also adds that it was recorded in one take, and that the song ends ina 
rare (in Radiohead) fade-out because the band didn't have an outro 
written for the track. Yorke has commented on a variety of occasions that 
the lyrics for the song were initially considered “With most of the lyrics, 
like the ones on ‘Go To Sleep’, I was thinking, ‘Well, this is obviously all 


nonsense, I'll have to rewrite it’. Then there we were in the studio in the 
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day of recording and I| hadn't rewritten it yet, so it was, Right, that'll have 
to be it. And now I look at it, they're the lyrics I'm most proud of. They're 
involuntary, there was no mandate, no trying to make a statement, but 


obviously somewhere in the back of my head it was happening." 


something for the rag and bone man 
Over my dead body 

something big is gonna happen 
Over my dead body 


(Verse 1) 


Someone's son or someone's daughter 
Over my dead body 

This is how | end up sucked in 

Over my dead body 


(Verse 2) 


I'm gonna go to sleep 


(Chorus) Let this wash all over me 


We dont really want a monster taking over 

(Verse 3) Tiptoe around, tie him down 
We don't want the loonies taking over 

Tiptoe around, tie them down 


May pretty horses come to you as you sleep 


(Chorus) 


“Go To Sleep’ continues with the political character the album has 
possessed so far, but now turns to a different theme: impotence. Yorke 
demonstrates in these words how powerless citizens are in the face of 


political decisions that, nevertheless, affect them completely. “Something 
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big is gonna happen: isn't necessarily optimistic, but might be taken as a 


warning about the future actions of politicians (which, we can see now, is 
quite prophetic). Throughout the song there are multiple phrases that 
could easily be used as slogans by crowds protesting, like for example, 
“We don't want a monster taking over’, or "We dont want the loonies 
taking over’. And even when people are powerless in important 
situations beyond their control, they refuse to be pacific or polite about 
it, as evinced in the refrain “Over my dead body’. The chorus might be a 
reference to how the only response unheard citizens can give is going to 
Sleep: this action is used as an allegory about letting problems go by, 
until the point where people just stop thinking about them. As the song 
says, let this wash all over me’. Strongly related to this, "Go To Sleep’ 
(quite probably) ironically references the traditional American lullaby 
‘All The Pretty Horses’ at the end of verse 3. 

We have already mentioned that this track employs traditional rock 
instrumentation; indeed, it is based on a riff invented by Ed O Brien but 
played by Thom Yorke on acoustic guitar. The time signature 10/4 (or 
4/4+6/8) is maintained throughout most of the song; bass and guitar 


introduce the song's harmony in the first bars: 
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The acoustic guitar first plays G5, then ascends to Bb, Bb/A, finishing on C, C/B; 
the chromatic B natural interferes with the diatonic tonality throughout the 
track; the acoustic guitar also tends to play G7. The song's harmony is 
suspended due to the use of open strings throughout the track; Bb major and its 
relative minor Gm are both possible. Yorke reinforces the interpretation of the 
song as being in the latter by finishing the refrain's melody on G. 


The melody in the verses, meanwhile, starts with an obvious lack of 


chromaticism; the vocals follow the bass note of each chord, except for 


the case of chromatic B natural: 





After some bars of silence, Yorke completes the idea chromatically: 





Chromatic E natural is important in this idea, which eventually ends on Bb 
major modal D. As mentioned before, a variation of the refrain finishes the 
melody on G. 


The song constantly interrupts its basic diatonic harmony; but also tends 
to return to it at the ends of each idea. After the refrain has been 


introduced, an electric guitar and energetic drums join the track. 
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The chorus of ‘Go To Sleep" includes important chromatic movement, 
which might also be interpreted as a harmonic change to Bb lydian: 
Bbadd9-Cadd9-Bbadd9-Amadd9-G5. This section also presents a new 
rhythm, which contrasts strongly with the rushed, cymbals-heavy pace 
of the verse; after the chorus, the track becomes calmer: the drums 
change the cymbals for the snare, and the time signature changes from a 
tricky 10/4 to a simple and constant 4/4. The guitars play muted chords 
that differ greatly from the open strings employed in the earlier section. 
The Bb lydian of the chorus is maintained in this new version of the 
verse: G5-Bb-C-G5. Jonny Greenwood adds some trademark aggressive 
electric guitar playing (arguably reminiscent of “Just” or “My Iron Lung’) 
After the chorus is also adapted to this new character, the song moves to 
a final instrumental section, which features the first guitar solo ina 
Radiohead album since the outro of the OK Computer’ track 
“Electioneering’. But the solo is far more experimental than the one 
featured in said song; indeed, the outro of “Go To Sleep’ is a guitar solo 
that consists of random notes played through a computer software called 
Max/MSP; thus, there is after all a highly important electronic element in 


the song. Jonny: "We're starting to play with computers and write stuff 
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for them, that does things like that. So it’s like, were still using 
computers, but we're getting rid of other people's programs, in a way, 
and building really wonky kind of broken pieces of software like that 
one, that makes that noise and then crashes a computer. So, it’s fun, yeah, 
we re into it." The solo itself is quite atonal, and the listener familiar with 
the song's discography is prone to noticing how similar it is in style to 
the solo on “Paranoid Android’. 
When the song was played live, which happened regularly in 2003-2004, 
but has only happened twice since, Greenwood would play a slightly 


longer solo. 


»U Ti CCIW OOU= UUlldl 
C. Greenwood= Bass 
E. O'Brien= Guitar 
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0 WHERE I END AND YOU 
BEGIN (THE SKY IS 
FALLLING IN) 














A beloved song by both band and fans, "Where I End You Begin’ dates 
from the end of the tour in support of “OK Computer’ in 1998. Thom 
explained: "That's again a very old song. That was initially born out of a... 
there's a very rough demo, that we ve had for about 5 years, of it. And 
when I bought this house after OK Computer and moved in, and it's in 
the middle of nowhere, and set up a studio in there. And it's the first 
thing I did in the studio. But it's actually been written before that, it was 
written when me and Jonny and our partners went... we went on this trip 
in a Landrover in the Negev desert in Israel for 3 days. And | have one of 
these little things, called a QY70 [...] And I wrote the initial idea for it on 
that in this desert, and then just finished it in the studio, in my very 
rough and ready studio. And then we had it kicking around and didn't 
know what to do with it for ages.” The story of the song is rather similar 


to the origin of “Backdrifts’. The idea for “Where I End And You Begin” 
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stayed with the band for a long time; it is possible that Radiohead 
attempted to record the song in the "Kid A/ Amnesiac’ sessions under 
another name (most likely "Up In The Clouds’), but whether this is true 
or not, some lyrics of the song appear on the booklet of "Kid A”. In 2002, 
a demo version of the song was released in the compilation CD “The Big 
Noise’; by this point, the band were very close to the finished product, 
but the song has a different overall atmosphere (especially contrasting 
are the drums). Yorke: "I think it was something about the way that Phil 
has changed the way he drums, that he can... he was just like on it all the 
way through without any effort and just banging away. And we were sort 
of getting out a bit of our “neuer’ [reference to the German Krautrock 
band Neu!] frustrations really as well, I think. And Cozzie, you know, he 
was obviously loving it cause he got to play like Peter Hook a little bit, 
you know.’ The bass player commented.on the song: ‘That's not my 
bassline. That's Thom's bassline |...]" Afterwards, he confirms that the 
song has a strong New Order-like sound. The 5 year long process of 
finishing the song is best summed up by Yorke: "Where I End And You 


Begin was a nightmare. 
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There's a gap in between 
There's a gap where we meet 
Where | end and you begin 


And I'm sorry for us 

The dinosaurs roam the earth 
The sky turns green 

Where | end and you begin 
(4, 5, 6, 7) 


| am up in the clouds 
| am up in the clouds 
And | can't, and | can't come down 


| can watch and not take part 
Where | end and where you start 
Where you, you left me alone 
You left me alone 


X will mark the place 

Like the parting of the waves 
Like a house falling in the sea 
In the sea 


| will eat you alive (x4) 
There'll be no more lies (x4) 


“|...| Lreally don't know what on earth these words mean. I do know 
I went through a phase where | couldn't actually... where I couldnt 
get back into my head. I'd walk around and Id be... erm, I could sort 
of see myself from above. Its not much fun, | tell you. And the song 
originally stems from that.” Yorke’s comments regarding the song 


are all equally ambiguous. Concerning the line ‘Dinosaurs roaming 


619 


the earth", Yorke commented: "I must have been stuck for a line there- 
I've used that one before. That shows what sort of hurry we were in." 
What he means, of course, is that he had already used that line in 
“Optimistic ; it seems logical that the phrase has a similar (maybe even 
equal) meaning in both songs. Therefore, Where I End And You Begin” 
is linked to an apocalyptic and quite fatal interpretation, closely 
connected to climate change and to the role of younger and older 
generations in the situation. As it often happens with Radiohead, the 
song's lyrics tend to be identified as being about romantic 
relationships; in this case, the problem in the relationship is that one 
of the partners doesn't respect what in psychology is known as 
‘personal boundaries’. This tense situation is referred to and explained 
in the title of the track. However, due to the lyrical reference to 
‘Optimistic within the song and to Yorke;'s well-known concern about 
climate change, the first interpretation seems closer to the original 
idea expressed in the song; proof of this is the song's subtitle: “The sky 
is falling in”, another reference to Chicken Licken". Yorke also points 
out how ‘the sky is green’ and he is "sorry for us". Thus, the song 


bares a clear apocalyptic character. But the question remains: who is 


620 


the 'l’ and the ‘You’ of the song? As I have already mentioned, one 
likely possibility is that the song's narrator is sending a message from 
the older generations to the younger ones about how delicate the 
climate condition has become; the allegory of ‘ending and beginning’ 
would therefore refer to the differences between generations, which 
would also be alluded in the "gap" mentioned in the first verse. “I am 
up in the clouds’ might mean that this older generation can't really do 
anything to solve the problem ("I can't come down’) This theory does 
leave a lot of room for very open interpretations, but it seems more 
likely than another rather popular hypothesis about the song's 
meaning: the I’ in the song is God, who has observed from the sky how 
the human race has slowly destroyed the planet, but can't really do 
anything about it. Either way, the lyrics are clearly connected to some 
sort of a catastrophe, which will create a "parting of the waves , ‘like a 
house falling in the sea’; the location of said disaster has already been 
established ("X will mark the place’ ). Finally, the song's outro includes 
the violent and menacing mantra I will eat you alive, there will be no 
more lies’ , which probably has some strong political connotations; 


nevertheless, it's hard to link these words to the rest of the 
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interpretations of this track. 


“Where I End And You Begin’ is a song largely characterized by its 
dramatic and rather eerie ambience, which is created mainly by 
O'Brien's use of an E-bow and to Jonny Greenwood's ondes Martenot. 
These instruments ‘float around’ during most of the song (although 
what they play is far from being random). The sixth track on “Hail To 
The Thief" consists of three verses, each one with a respective brief 
bridge, and an outro. As the song progresses, the energy and emphasis 
of the performance starts rising, eventually climaxing on the dramatic 
outro. The basic elements of the track are the drums and bass; the 
latter play melodies throughout all of the song, and indicates the 


harmony by doing so. 





Indicates the chord progression: Cm-Gm-Ab-Fm-Gm-Cm-Eb-Bb (i-v-VI-iv-v-1-III- 
VII). The second time the riff is played, the Bb isnt'played, and the song returns 
directly from Eb to Cm 
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The Cm tonality of the song is already presents in the E-Bow 


introduction of the song; "Where I End And You Begin’ doesn't include 
any chromatic movement whatsoever, but instead, leaves the Cm 
tonality of the track and its diatonic idiom completely undisrupted. 
Each instrumental bridge between set of lyrics contains different 
elements: the first one includes a ghostly Yorke counting from 4 to 7 in 
the distance, while only the drums are playing. The second 
instrumental bridge introduces Yorke's aggressively strummed and 
muted guitar. Meanwhile, the third and final gap between the last 
verse and the outro introduces an ominous melody played by the E- 


Bow and ondes Martenot, which will be present throughout the final 


section. Yorke's vocals also vary as the song progresses. 








gap) = in—________— be - tween,— there’s a gap where 








where I 








The melody begins on C and then descends a fourth to reach dominant G; then, 
Yorke accentuates Ab and F: the vocals have followed the tonics of the chords 
quite closely so far. When the title of the song appears, the vocals stop singing 
tonics and leave the passage inclusive: the verse ends on F, which doesn't 
appear on home key Cm. The second ending of the verse, on the other hand, 
does finish with the vocals on C 
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The second verse features livelier vocals by Yorke, now initially based 


around on C, and then also D and Eb; the second verse ends on Cm 
dominant G. The third verse features a considerably higher and louder 
melody that starts on G and eventually reaches a dramatic Ab. Even 
when Yorke varies how tonally conclusive his melodies are, the latter 
never elude the tonality of Cm. The song's outro is based on Eb and 
Cm; the use of the relative major and an ensuing change to its relative 
minor create rather harmonically comfortable passages. The bass 
plays anew melody, which demonstrates clearly the use of this two- 
chord progression; the vocals mimic the bass (with minor variations in 


the line "There will be no more lies’) 
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The climax of the song is undoubtedly its outro: the song has been 
building up the momentum for the final section; the ending features 
Yorke repeating the mantra ‘I will eat you alive’ monotonously and 
acapella. 


“Where I End And You Begin’ was widely performed until 2008. 











C. Greenwoods Bass 
E. O'Brien= Guitar 





P. Selway= Drums 








9 WE SUCK YOUNG BLOOD 
(YOUR TIME IS UP) 








“We Suck Young Blood’, first known as “Your Time Is Up” and then as 

“Bring On The New Blood’, was played in sound checks multiple times in 
the 2001 tour supporting “Amnesiac’. A rather eerie track, at least some 
part of its music is owed to the influence of Charles Mingus and his 1963 


piece 'Freedom'(see “Pyramid Song’); this is obvious in Radiohead's use 
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of overdubbed handclaps, which Colin characterized as “completely out 
of time’. Thom commented on the track: ‘|...| | think that's funny. That 
track to me is funny. I mean, sort of... | mean, it’s sort of so vaudeville [...]" 
Not much later, he also adds “And also it's really sick, and sort of like 
sexual in a really perverse way. Very L.A., as far as I'm concerned. On 
several latter interviews, he says the song ‘is not to be taken seriously , 
and that it reminds him “of being in the bottom of the ship with all the 
Slaves who re rowing the boats. Phil, meanwhile: “It doesn't sound light- 
hearted, but it was done in a very light-hearted spirit, really. It started off 
sounding quite like a pastiche, really. And normally, when it starts off 
there, we discard something very quickly, I think. But we actually stuck 
with it. It's got a very sinister feel to it.” The recording of “We Suck Young 
Blood’ was outstandingly fast and simple, at least when compared to 
some of the other songs on the album. The track is also one of the few 
where the inspiration for the lyrics is pretty clear: Yorke aptly describes 
Hollywood through a vampire allegory. Its not really about the music 
business as such, definitely much more about the glamorous world of 


Hollywood.” 
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Are you hungry? 

Are you sick? 

Are you begging for a break? 
Are you sweet? 

Are you fresh? 

Are you strung up by the wrists? 


We want the young blood 
Are you fracturing? 

Are you torn at the seams? 
Would you do anything? 
Flea-bitten? Moth eaten? 


We suck young blood 

We suck young blood 

Wont let that creeping ivy 
Won't let the nervous bury me 
Our veins are thin 

Our rivers poisoned 


We want the sweet meats 
We want young blood 


The lyrics read like a job ad or the beginning of a product commercial, 
which seems to be Yorke's whole point: people are used as objects and 
as simple means; the blood the song refers to might be purely 
metaphorical, but the situation in Hollywood does come from actual 
exploitation and abuse; another major theme in the song could be 
identified as the loss of innocence. There is also a reference to climate 


change in the line “our rivers are poisoned . The music fits accordingly 


627 


with the sinister lyrics. Written in Ebm, the song accentuates beats 1 
and 3, instead of the usual 2 and 4; this is essential in creating the 
song's overall ambience and giving it the song the ‘slaves’ feeling that 
Yorke attributes to the track. Another important element in the song 
are the handclaps, which enter the song along with the drums and the 
vocals. Indeed, the beginning of the song features just piano and bass; 
they present highly chromatic harmony: the tense progression Ebm- 
Bbm-D-Ebm-Bbm-D/A-Ebm-F/C-Gb6-F5 is played in the song's 
intro. The unsettling character of the whole song is already present in 
its first few bars; chromaticism is essential in this, and it is most easily 
appreciated in the use of natural D, natural A and natural C. The use of 
these three notes could also be interpreted as part of the Eb lydian 
scale, and, thus, the song would be employing modal mixture, 
although by the end of the progression the diatonic nature of Ebm has 
been established again. The verse also moves diatonically, employing 
F7 before returning to home Key Eb; the chorus, on the other hand, 
includes the disruptive chord Bb, which nevertheless, sound less tense 
when combined with the rest of the harmonic progression based on 


Ebm. This gives the chorus an arguably stable character and maybe 
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even a comfortable feeling. The vocals (Thom overdubs various 
homophonic and even counterpoint melodic lines, which might get 
confused with Jonny's ondes Martenot since this instrument plays 
very similar sustained melodies) sing sustained notes, which add to 
the overall “heavy character of the track: in the verses, Yorke bases 
his ideas on Gb and tonic of home key Ebm. The chorus reaches Ab; in 
this section, Yorke often describes downwards and upwards scales, 
alternating between them by mere seconds. These highly melisma- 
based singing ends on diatonic idiom, even when the vocals also 
include brief chromatic notes. The song moves through a basic and 
traditional structure: its bridge, however, presents a completely 
different character to the sinister and ominous verse and chorus. 
Yorke described this brief section of "We Suck Young Blood" as a 
terrible “Jazz exploration’ and as a ‘freeform Jazz nightmare . The 
track suddenly turns dramatically energetic; the drums play powerful 
syncopated rhythms (double time feel), while the piano gets more and 
frenetic with each chord change (chromatic Em is important in the 
harmony of this section, although it only appears briefly). The 8-bar 


long segment finishes with loud atonal ‘clusters’ as the song returns to 
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its previously established character. The generally calm albeit 
unsettling nature of the track contrasts strongly with its explosive 
Free-Jazz climax. After a drum-less section, the chorus is repeated 
again and the song ends subtly. What could be interpreted as a 
constant change between a minor mode and lydian is used cleverly as 
a songwriting device in “We Suck Young Blood’ in order to create an 


extremely tense song. 
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“The Gloaming’, the most purely electronic song in "Hail To The Thief", 
was originally attempted in the "Kid A’/ ‘Amnesiac’ sessions of early 
2000. It was then known as "33.3 Recurring ', and consisted of an 
experimental repetitive beat created by Jonny and Colin Greenwood. It 
seems like it was originally intended for release as an instrumental B- 
side, but the band shelved the recording for future work. Thom: 
“Musically that was born out of an experiment that Jonny started, 
where he wanted to cut... he did it with tape loop. And he wanted to 
cut it as... on a record, you know, as a locked groove. You know what a 
locked groove is... SO you put one on and rather than the record going 
to the middle it just stays where it is. And so he sat down with Graeme 
Stewart, who is another engineer we work with, and basically figured 
it out. And they... [ don't know what he was gonna use it for, really, but 
[ heard it when he and Colin started working on it, and just thought it 
was the most amazing thing, that Jonny had ever written. And I just 
said I'll have that’... and took the hard disc away and... used to drive 
‘round down country roads during dusk, basically, or the gloaming, 
listening to this thing, and had this melody, that was coming out 


underneath." Jonny explains the music on the song: “And strangely it 
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was actually put together without computers. It’s all done from, don't 


wanna get overly technical, but it was done with pieces of tape. So the 
rhythms you re hearing are in a way quite mechanical. So that's why 
it's so unsettling maybe. In other words, Thom decided to puta 
melody to this mechanical song, created from pieces of tape, when he 
listened to it driving in the twilight, A.K.A. gloaming, which explains 
the song's title quite clearly. The song was one of the last finished for 
the album, in late 2002, and it was one of the few not performed in the 
Iberian Tour of the same year. Nevertheless, the band characterized its 
recording as an easy process, done back in England after recording in 
L.A. O'Brien: "It was the end of a session, end of a week, and it was 
another tone, it was another mood. And it was different. It was like 

‘we ve got to make this work in the record, it takes it to another 
extreme, ina way. And indeed, The Gloaming’ is quite experimental 
and different to most songs on the album given that even those that 
include important electronic elements aren t as minimalist and 
‘mechanical as the ones on this song. This is mainly because “The 
Gloaming’ doesnt include any acoustic instruments at all. Opinions 


about the track amongst band members differ; Jonny thinks the song 
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"it's kind of the centre of the record", while Thom has stated that its 


lyrics sum up the general thematic of “Hail To The Thief” . On the other 
hand, when Mojo interviewed Colin, he stated: "I didn't want 3 or 4 
songs on there, because I thought some of the ideas we were trying out 
weren t completely finished." This is a reference to “The Gloaming’, 
amongst other tracks; the bass player also expressed his preference 
for the live arrangement of the song over its studio counterpart, which 


is rather curious since Colin was essential in creating the latter. 


Genie let out the bottle 
It is now the witching hour 


Murderers you're murderers 
We are not the same as you 


Genie let out the bottle 
Funny ha ha funny how 


When the walls bend 
With your breathing 


They will suck you down 
To the other side 


To the shadows blue and red 
Shadows blue and red 
Your alarm bells (x2) 


Shadows blue and red (x2) 
Your alarm bells (x2) 


They should be ringing (x12) 
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Yorke: “And it was very much about imminent sense of darkness and 


thinking about the future and, I guess, you know... it's got a lot of dread 
in it, really. And a lot of sort of totally out of control feelings, you know. 
I mean, my favourite line in the whole record is the ‘genie let out of the 
bottle’ thing, ‘cause that kind of really sums it up for me. It was during 
the Afghan War, and I was also thinking a lot about that it was the rise 
of the right. All that stuff about the right in Europe, and in France and, 
was it Belgium? I'm not sure, can't remember now. And that sort of 
general sense of ignorance and intolerance and panic and stupidity, 
and everybody running for cover |...|" To XFM, shortly after the 
album's release: "It’s this sense of foreboding. Gloaming... I looked it 
up and it does have lots of associations with dream-state stuff. And, | 
mean, it’s a very out of fashion poetic word for twilight. In fact the only 
time you See it is on dodgy folk records. Well, maybe they re not 
dodgy. I don’t know anything about folk music, I'll dig myself out of 
that one shortly. But it ties in again with the ‘Hail to the Thief thing. 
Because every time... | went through this phase of driving around in 
twilight for various reasons, down endless country roads on my own, 


listening to loud music. And... the highlight of my day, as you can 
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think about what I'd heard on the radio and what I was hearing on the 


radio and blah, blah, blah. And there’s something that happens within 
that light, and the way it mixed with the headlights from the car. 
Which was something | tried to get into a painting for ages, and gave 
up because I basically can't paint. But it just sort of... that thing stuck 
with me. It’s quite a difficult... That’s the best way to explain it. | mean 
I think most records that we do have certain colours, and those are the 
colours for me. If you Know what | mean. [...] I really think the song 
itself is the most explicit, not political song on the record, but the most 
explicit protest song on the record. And when | did it, I didn't really 
realize what it was. But every time we play it live now, I feel really 
strongly that it’s about the rise of fascism, and the rise of intolerance 
and bigotry and fear, and all the things that keep a population down, 
keep a population in their place when things get sticky ... "What do we 
do?’ ‘Need some scapegoats. ‘I know, let's do this.... And so they open 
the bottle, they find some scapegoats they let the genie out of the 
bottle. And the next thing they know, they have a state of terror, fear 
and the rise of the right. And they all need to be put back in the bottle, 


as far as I'm concerned. They're very, very dangerous people.” But 
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what is perhaps the most direct and explicit explanation of the song 
comes from Yorke before a live performance: The next song we re 
gonna do is a song about the rise of fascism and the right wing. The only 
way to stop them is to do something. If you do nothing, they'll win. And 
these people are fucking crazy.’ The lyrics of "The Gloaming’ have often 
been labeled as some of Radiohead's most explicit and obvious in 
meaning. The phrase that Yorke singled out as his favorite on the whole 
album is an obvious reference to the decisions of politicians: "genie let 
out of the bottle’ alludes to the people's decision in choosing a certain 
leader without thinking of the disastrous consequences said leader will 
cause in the future. “It is now the witching hour’ is a reference to the 
horrible situation this leader creates once he has been let out of the 
bottle’. The singer constantly draws the listener in to the narration: 
“your breathing , we are not the same as you , they will suck you 
down to the other side’ and your alarm bells’: Yorke seems to 
constantly try to allude to the listener and remind him that we are all 
involved quite directly in his political narration. He warns about how 
people in general are in danger, and connects this terrible state with the 


poetic concept of 'gloaming’, which he uses as an allegory for the tense 
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Situation that political decisions have created. Since the album was 
greatly inspired by politics of the time and the War on Terrorism led by 
Bush, and most of its lyrics reference politics in one way or the other, it 
seems fitting that the subtitle for the whole record (and its original 
title) is actually “The Gloaming", since this song is the most direct 
enunciation of the band's ‘message’ and their general concerns. Last but 
not least, “Shadows blue and red’ has at least two interpretations: a 
reference to the flag of the United States, or an allusion to police cars 
and sirens in moments of service. Jonny Greenwood establishes a 
connection between lyrics and music: People have reported feeling 
unwell and uneasy and unsure listening to it, which is a good reaction to 
get, I think, halfway through a record. | think there's lots of uncertainty 
on the record lyrically, and that's one point where the music goes quite 
unsettling, I think.” As we have mentioned, there are no acoustic 
instruments in the song; this is essential in creating its overall tense 
character. The track is reminiscent of “Packt Like Sardines In A Crushd 
Tin Box” given that the musical elements of the track create an 
accumulative groove that obtains more and more elements as the song 


progresses. The only ‘real’ melody of the song are Yorke's vocals, which 
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are also the closest the song has to any harmony. 





ra The vocals move around home key Am, centered on 
= ee dominant E and mediant C. The second idea in the song 


reaches subdominant D and ends on supertonic B 











will you breathe— 


walls spin, — when the walls—__ spin,— will you breathe— in, 
The chorus, sung in homophony, includes a brief change to A locrian through a 


chromatic Bb (which could also be interpreted as a simple chromatic resource in 
order to embellish the passage) 


“The Gloaming’ is comprised of these two main sections and some 
instrumental passages. The track ends quietly after more than 3 minutes; 
originally, the song was longer was cut down by at least a minute. The 
song is interesting because it is a widely performed number by the band 
(as we have seen, they hold it in high esteem), but it is far from being a fan 
favorite. The latter is understandable given that “The Gloaming" can be 
arguably considered more of a statement, or maybe even an interlude, 


than a fully formed and developed song (a la ‘Fitter Happier’ ). 
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0 1 WILL (NO MAN'S LAND) 





The apocalyptic "J Will” is one of the shortest tracks in the band's 
discography, and the shortest on “Hail To The Thief”. It is also another 
song on Radiohead's sixth studio album that the band had been 
attempting to record without success since, at least, 1998. As Yorke told 
Musikexpress in 2003: "[...] a song can develop very quickly or take 
fucking ages. In the beginning ‘J Will’ sounded like some very bad 
Ultravox or something like that. Horrible. I hope somebody is going to 
burn that tape... Some songs kind of loiter around since 19-fucking-94 
and we still have no idea what to do with them. It drives you NUTS. So do 
those people on the Internet who keep asking: “Why have you still not 
recorded this or that song so far?'” It is interesting to note that the singer 
alludes to the year 1994, even though the band first attempted to play 
the song in 1998 (on the same year, Yorke played the song solo during 
soundchecks). There is no proof that the song had already been written 
in 1994, but it does seem possible that its idea and general thematic 
were already in the singer's mind, given that the main inspiration behind 


the track were the events of the First Gulf War in 1991. "J Will" was 
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then attempted during the recording sessions for the band's fourth and 
fifth albums (O'Brien's diary mentions the song multiple times) Thom 
explains: That was something, that we smashed out against the wall 
about 4 times during [the "Kid A"/"Amnesiac’ sessions]. And we had all 
these versions of it, that were like... they were just so over the top, I 
mean like sort of electronic, all electronic and bla bla bla. And it 
sounded like blimming ultravoxes, horrible. But there was something 
in the lyrics that just stuck around. And everyone was massively into 
the song, | seem to remember Colin especially. And then I suddenly sort 
of thought ‘well, it would be nice to just try some vocal things with it’, 
really. Cause I got into the idea of doing harmonies. I mean I did not 
enough harmonies, I wanted, you know, really over the top harmonies, 
but didn t get away with it this time.” Even when the electronic version 
of the track wasn't wasted, since it was used as the basic element of 
“Like Spinning Plates", Radiohead remained unsatisfied with the 
arrangement of ‘J Will’, which by the Iberian tour of 2002 still included 
all band members and poignantly accentuated vocal harmonies. This 
arrangement was recorded in Los Angeles and later released as a B- 


side named ‘I Will (Los Angeles Version)’. Back in Oxfordshire, Yorke 
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decided to record the song by himself and with latter vocal overdubs. 
Ed said this contrasting arrangement ‘recaptured the essence of the 
song. A lot of the feeling about this record was we just wanna get to 
the core of what's good about that song, let's not get sidetracked by 
production details or new sounds or whatever. It's like, whatever 
works for the song, which is kind of going back to what we used to do 
a lot.” Reportedly, Yorke wanted to add even more voices to the main 
vocal line and its two latter overdubs, but the rest of the band 


members were already satisfied with this arrangement. 


| will 

Lay me down 
In a bunker 
Underground 


| won't let this happen 

To my children 

Meet the real-world coming 
Out of your shell 


With white elephants 
Sitting ducks 

| will 

Rise up 


Little baby's eyes 
Eyes, eyes, eyes 
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According to Thom, “it was irresistible to put it in ["Hail To The Thief" }, 
really, because it did have this sort of... it's sort of quite interesting, 
cause aS a song it's sort of like a love song, but it's also sort of the 
angriest thing I've ever written as well, you know. That sort of anger, 
that you can t even begin to express, you know. This thing about you 
can do anything you want to me, but if you come after my family I will 
kill you’. You know, that sort of thing, which everyone has in them, | 
think.” In an interview conducted shortly after the album's release, the 
singer also confirmed that the song's inspiration came from the first 
Gulf War, most specifically, from a horrible event in 1991 that involved 
bombs killing women and children hiding in a bomb shelter, initially 
thought to be a bunker (naturally, this can also be connected to 
“Idioteque’). I just could not get it out of my head. It was so sick. And 
so that’s where the anger comes from. The narrator in “J Will” can be 
most obviously interpreted as a parent protecting his children in war 
times, which would explain his description of the track as a ‘love song’, 
but would also illustrate why it is ‘the angriest’ song Yorke has 
written; the feelings in the song are deeply personal, but very easy to 


relate to, which Yorke is perfectly aware of. ‘White elephants’ is a 
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subtle reference o the American Republican Party, but is also meant as 
a traditional term: traditionally, a ‘white elephant’ refers to a 
possession, whose usefulness is not proportional to the hard work it 
requires in order to be maintained. Additionally, it owner cannot get 
rid of this possession. More modern interpretations of the phrase refer 
to things that one possesses, but aren't valuable at all. The use of this 
phrase inside the song is most likely a reference to these unfortunate 
families, which aren't of any value at all to the countries at war; even 
more so, keeping these people alive would be hard work for the people 
in charge, and would bring them very few (if any) benefits. The next 
lyric, ‘sitting ducks’ is applied to the children, since this term is used to 
describe those who are especially sensitive to attacks, whether physical 
or verbal. The children, of course, aren't really capable of defending 
themselves against any threat, and are easy targets for attacks. But 
even in these times of unfortunate horror, Yorke brings a slight glimpse 
of hope: "I won't let this happen’ and the violent "I will rise up” 
indicate that there is a firm decision in the narrator's mind to stop this 
situation. The final words in the song arguably speak for themselves: 


the innocence and fear in the eyes of little babies is a strong message in 
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itself. The subtitle “No Man's Land" explains where is this horrible 
Situation taking place. In war terminology, no man's land is a space 
unoccupied by any fighting party and most likely under dispute. It 
seems possible that Yorke chose this phrase as a reference to the 
political position of the victims: they arent on any ‘side at all, but 
rather, are just neutral victims of the violent situation. 

“I Will’ is a desperate lament song written on C#m, which mirrors the 
disturbing lyrics through a tense and unsettling musical character. As 
we have already mentioned, the song consists of just Thom Yorke 
singing and playing guitar (in his quite personal chord-playing style) 
with two latter vocal overdubs. The song consists of two main sections, 
which could be classified as verse (repeated six times, one of them 
particularly climatic due to a new vocal line, over the same harmonic 
background) and an outro. This harmonic background consists of the 
following progression: G#- C#m-Amaj7-G#sus4-G# (V-1-II-V). In the 
minor tonality of C#, the raised mediant of G# major would indicate a 
(tense) chromatic movement; this chord progression could be 
identified as using the phryigian mode, except for a brief bar in the 


reassuring submediant degree A. The vocals start with a homophonic 
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texture: 





Thom sings the melody in the song in two 
contrasting high/low registers, but sing the 
same note on both cases. There is no 





chromaticism in this homophony 








ae me 
o~ ! » ‘ ¥ 
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A second vocal overdub is introduced and the section reaches a climax; this third vocal 
line adds chromatic notes to the vocals in the verse. It also tends to create a 
counterpoint texture. 


The outro of the song moves with the chords A-F#m-G#-E-F#-G# (VI- 
iv-V-III-IV-V). The second harmonic progression in the song doesn't 
include home key C#m, but does use its relative major, E. The use of a 
major dominant and of a contrasting major/minor subdominant 
degree maintain the tense character established earlier in the song. 
The two original vocal lines remain singing by octaves, although they 


now include unavoidable chromatic notes. Meanwhile, the third vocal 
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line sings a wailing ascending and descending idea that creates a 
counterpoint with the other two voices. Finally, the song ends with a 
clean C#m chord. 
‘I Will” was played only during 2002 and 2003, always in its solo 


recorded arrangement. It has not been played live since. 





0) THERE THERE (BONEY 








KING OF NOWEHERE) 





“It made me cry when we finished it, actually, I blubbed my eyes out. 
Don't know why... I went to L.A. and Nigel played me the mix and it just 
made me cry, I was in tears for ages. I just thought it was the best thing 
wed ever done. This is how Yorke describes what is, by far, the most 
popular song in Hail To The Thief", released as the lead single from the 


album. Heavily influenced by Krautrock band Can and the Pixies, "There 
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There’ is the longest song on the album, which the band found ironic 
given that it was its first single. Colin: “The running joke when we were 
making this record was that if we recorded a track that stretched over 
3mn_ 50 sec., we'd say "Oh fuck, we've buggered it then. It’s gone on too 
long. Of course, the irony is that the first single we re releasing is 
actually the longest song on the record. The first part of the song was 
already completed before "Kid A” had been released, and it was 
premiered in a live webcast in early 2000 with a different ending, which 
was actually a jam. It was played in every concert of the Iberian Tour of 
2002 to great success, given that both band and audience were quite 
satisfied with the track. However, when the band attempted to capture 
its live sound at the sessions for the album in L.A., they weren't happy 
with the results. According to Jonny, this was because ‘It just sounded a 
bit like we were trying to make a worthy live band playing together’ 
recording.’ When the band returned to Oxfordshire, they took a different 
approach to the track and eventually came up with something that 
satisfied them. Yorke: ’|...] it's really jubilant to me, that song, in a funny 
way. And also, it happened to be... | mean, at one time | thought it was a 


song that we were gonna lose, which I was really upset about, because 
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the melody stayed with me for about 4 months without going away, 
which for me is really unusual. It doesn't take me long to get bored. And | 
really never got bored of this song. Any time I went for a walk any way, 
or whatever, there it was. It tends to be a long sort of process where... the 
more you... what I'm finding is, the more I think about how I first heard 
it, the worse it gets. I mean, what I'm sort of saying is, this is what i kind 
of mean about the ‘let it happen’ thing. What I discovered, I think, in 
making this record, is that along the way things form themselves. And 
the way things sound, it can form itself. And you may have dreamed of 
how you wanted it to sound. And then one day you walk into the studio 
and there it is. But you've not been standing there with a hammer and 
trying to beat it out of the desk or your guitar, it's not necessary. It's just 
there one day. I think that’s why I cried when I heard the mix, ‘cause | 
was so shocked that it was there. You know, | thought we d lost it or 
whatever. And it was really important to me and it was right there one 
day. And that sort of feeling can then sustain me for months, you know. 
I'm not bothered about anything else for months. Everything else I can 
just about cope. [ think that's why it's the first single as well, really." 


A central element of the song is its rhythm, famously provided by Ed, 
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Jonny, and, of course, Phil. The first two play a set of Tom-Toms each, 
while Selway imitates them with his kit: the created rhythm is a 
monotonous but energetic element, essential to the overall sound of the 
song. Ed (not so) jokingly commented ‘I think we all had images of sort 
of tribal sort of... |...]" Colin commented to the New Zealand Herald about 
the use of three drummers: "That was, like, Ed and Jonny's frustration at 
not being able to play drums with Phil, really. And it's good because 
Thom has always wanted to have two drum kits in the studio and two 
people playing drums at the same time. The idea also came as a tribute 


to 1971 Can album "Tago Mago . 


In pitch dark 

(Verse 1) | go walking in your landscape 
Broken branches 

Trip me as | speak 


. Just ‘cause you feel it 
(Refrain) Doesn't mean it's there (x2) 


There's always a siren 

(Verse 2) Singing you to shipwreck 
(Don't reach out, don't reach out 

Don't reach out, don't reach out) 


Steer away from these rocks 
We'd be a walking disaster 
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(Don't reach out, don't reach out 
Don't reach out, don't reach out) 


(Refrain) 


(Bridge) There there 


Why so green and lonely? 
(Outro) And lonely, and lonely? 


Heaven sent you to me 
To me, to me? 


We are accidents waiting 
Waiting to happen (x2) 


The alternate title of the song is yet another reference to Oliver Postgate 
and his animated cat Bagpuss, star of a children TV show. Yorke 
explained the relationship to XFM: "That's dedicated to Oliver Postgate, 
it's an amazing animation thing he did on Bagpuss. You see, the Boney 
King of Nowhere cant sit down. You see, he's the king, right? But he can't 
find... he’s very boney. He's actually made out of drainpipe things, you 
know those things, pipe cleaners. And he keeps sitting down on this 
stone throne and it’s just too cold and it doesn't feel comfortable. He's 
this new king, but he can't get comfortable on his throne. And so 
eventually, they find him this little cushion for him to sit on and I thought 


that was very appropriate. One of the major themes in the lyrics is 
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reality, or more precisely, what we perceive as real or not. Hence the 
refrain: ‘Just ‘cause you feel it, it doesn't mean it's there’. This concept 
of doubting reality could be applied to several interpretations: a 
troubled romantic relationship has often been identified as the main 
message in the song, but believing or doubting God and religion also 
seems like a logical meaning when analyzing these lyrics. But it is also 
possible that the song doesnt refer to a specific situation, but toa 
feeling. When the narrator feels disoriented and scared due to the lack 
of reassuring proof about the state of reality (not in a strictly 
metaphysical sense), he needs something to calm him down. This 
would explain the song's title, the popular comforting expression 
‘there there’. Thus, the narrator isn't really searching for an answer, or 
even a Solution; instead, he goes walking in your landscape’ searching 
for some comfort, since the narrator finds himself "in pitch dark’. 
However, the metaphor of broken branches is used to represent the 
problems he finds on his way to get this comfort. Keeping this in mind, 
itis easy to link the refrain to either God or to a romantic partner; ona 
very basic and subtle level, their functions would be very similar. 


Another important theme in the song is that of fatality, which also 
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causes a great deal of anxiety to the narrator. Death is imminent in the 


second verse: sirens always singing to shipwreck and walking 
disasters are constantly near to the narrator. This sense of fatality and 
pessimism is also shared in the song's outro: we are accidents waiting 
to happen. But throughout all of these unsettling thoughts is the true 
essence of the song; arguably, ‘There there’ is far more life affirming 
than it would seem at first sight: maybe in this song Yorke is 
expressing his thoughts on the importance on finding something that is 
so important and so reassuring that it will make all these problems and 
‘broken branches’ seem like a mere trip on the road. Nevertheless, the 
chorus presents us with important ambiguity, since the narrator states 
that even though this comfort is felt, this doesn't necessarily mean that 
it's real. Next to the highly political songs in the rest of the album, the 
thematic nature of "There There’ stands out as unusual. Something 
rather similar happens with the music of the song, since the lead single 
from ‘Hail To The Thief’ doesn't use any synthesizers or electronic 
rhythms, very common elements in the rest of the album. Based 
around Yorke's distorted electric guitar and the aforementioned tribal- 


like rhythmic pattern (the most unusual/original element on “There 
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There’). This pattern accentuates beats 2, 2 anda half and 4. Jonny and 
Ed, just like Phil, play this pattern on the rims of the drums and their 
tom-toms; the major difference between the rhythm played by the 
drummer of the band is that Selway adds the snare, essential to the 
dynamics of the track, in critical passages of the song: instrumentals 
between verses, the climatic outro, and at the very ending of the song. 
Ed maintains the tom-tom rhythm throughout the entire song, even 
when Jonny picks up the guitar in the outro. Backed by this, Yorke's 
guitar and Colin's bass introduce the Bm tonality of the track. The latter 
instrument alternates between B and a brief subtonic A in the song's 
verse, and this is the first trace of harmony heard in the song. Seconds 


later, guitar feedback appears in the song. Then the following melody: 


The guitar creates a melody using B, A, F# and E. When the vocals enter the 
song, they create a very subtle counterpoint with the guitar: the instrument, 
however, maintains an accompaniment role to the vocal melody throughout 
the song. 


The chords of the verse: 


Bm7-G-D/F#-Em =» i7-VI-IIb-iii 
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The melody in the verses is built on Bm 7; afterwards, the harmony 
moves to a comfortable passage where superdominant G moves to its 
relative minor Em through the use of a D played in first inversion, 
which makes the movement from G to E in the bass seem more natural 


due to the use of F#. The vocals in the verse: 


The melody first describes a Bm7 chord (the 
use of a high F# appears on both vocals and 
guitar at almost simultaneous moments). A 
return to B then jumps to G and then descends 
to D, mediant of Bm. 
The catchy refrain is backed by the scale degrees A (VII) and D (III), 
played as Aadd9 and Dmaj7/F# (Yorke's trademark chord-playing often 
subtly changes from triads to tetrads in mere seconds). Immediately 


afterwards, G-D/F#-Em is played again. 


Meanwhile, the singer presents the following melody: 





Yorke constructs a memorable melody that starts on E (dominant of A), 
ascends to F# (as this note is accentuated due to a first inversion Dmaj7), 
returns to E and falls to D (tonic of the chord played). The following idea 
consists of a high G that eventually returns to D 
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The second verse includes some major variations on the man melody, 


and also adds two new vocal melodies, presented once the main melody 
has already been sung (in the G-D/F#-Em passage): a wailing falsetto 
and the monotonous phrase ‘dont reach out, don't reach out’. This 
brief counterpoint is performed by Ed O' Brien and Phil Selway when 
the song is performed live. This melody variation is also present in the 
second appearance of the refrain, as Yorke dramatically finishes the 
phrase in a higher falsetto. So far, "There There” has included some of 
the catchiest and more inviting passages in the album, which explains 
its status as a lead single; the melody and harmony from its first section 
have also been entirely chromatic-free. But this changes immediately in 
the short bridge between section 1 and section 2 after the second 
refrain. This short bridge consists of the chords B7, D7, A7 and Em 
played without any mediants, which makes them somewhat ambiguous; 
however, the chromatic character of the passage isn't ambiguous at all: 
when B7 is played, Yorke maintains a high F# which then descends to 
chromatic F natural. D7 (no 3) also contains chromatic C natural, but 
the vocals land safely on the tonic of the chord as the latter is played 


and then remain silent until the section 2 begins. Based on the chords 
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Bm-Dm-Am-Em (1-111-vil-iv), the song changes into the locrian mode 
on its second section. Meanwhile, Jonny switches his drumsticks for 
euitar and introduces some melodies based on the chord progression; 
Greenwood plays the chords Bm (without dominant), Dm13, Amadd9 
and Em7. Yorke moves accentuating the chromatic changes in the 


harmony; as the section progresses, the song becomes livelier and the 


guitar plays more aggressively (and chromatically) 
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At first, YorKe describes a Bm triad, which returns to mediant D, then maintain 
a tense F natural (mediant of Dm) and E (dominant of Am). The passage ends 
with Yorke singing D (and creating the sound of a minor seventh chord) as the 
harmony moves to Em. Throughout, the melody contrasts the use of F# with 
natural F; however, the chord progression finally ends on diatonic idiom as Bm 
subdominant Em returns the progression to the tonic minor triad of the 
originally established tonality. The guitar tends to move chromatically at the 
end of the section (in order to elevate the expectation of the section) and 
eventually unleashes a frenetic, albeit brief, guitar solo based on string 
bending. 


Once the outro has climaxed, the song returns to its original state: calm, 
with no use of snare, with the bass subtly indicating Bm and guitar 
feedback. Seconds later, the snare ends the song. The track includes some 
trademark Radiohead harmony in its second section, and the 
experimentation the band is rather famous for is present throughout all 
of its duration due to the use of various drummers. 

“There There’ is one of Radiohead's most performed songs, and amongst 
their most widely popular. Like other signature songs by the band, it is 


present at almost every live show. 


Greenwood= Bass - 
E. O'Brien= Drums 






P. Selway= Drums 
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2 A PUNCH UP AT A 
WEDDING (NO NO NO NO 
NO NO NO NO) 











"A Punchup At A Wedding “was the first thing that we got together 
when we got back together after six months” of break between 
“Amnesiac: and “Hail To The Thief". The track was performed in the 
Iberian Tour of 2002, but had slightly different structure and lyrics. 
Indeed, the version of the track recorded in L.A. in the first weeks of 
sessions for Radiohead's sixth album was later edited in order to cut 
down the song's length. Famously, one of the main inspirations for the 
song was a bad review from a Radiohead show in Oxford, in 2001 
(near the end of the third leg of the tour in support of “Kid A“ and 
“Amnesiac ); given that the concert was in the band's hometown, it 
was very special for all of its members and the audience. That was a 
song where | was letting it happen. I mean, a lot of the lyrics for that 
song to me were born out of listening to Radio 4 an awful lot, like 


every day, for 6 months - religiously. And just listening to what was 
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happening, and just had this thing in my head about ‘this is just like a 
punch-up at a wedding, nobody knows what's going on, it's just a riot. 
And someone in the middle is being affected by this, and this is 
Supposed to be the biggest day in their lives, and it's being ruined’, or 
whatever. And it also came out of a... | mean, I basically don't read 
anything that anybody writes now about us, at all. Cause I just cant 
anymore. And the main reason for that was, that I happened upon, sort 
of by accident basically, a review of our Oxford gig, which was just like.. 
I mean, one of the biggest days in my life. Obviously for all of us. And 
this... whoever this person was, just tore it to shreds. And they couldn't 
really think of how to tear us to shreds, really, so they just tore the 
audience to shreds. And just said basically ‘who are these people, bunch 
of students’, you know, ‘white middle class’, which was not the case at 
all, but what's the point in arguing. But this person managed to totally 
and utterly ruin that day for me forever. And it really shouldn't have 
done, and I should be bighead enough to just ignore it. And there was a 
lesson there, which I have I learned now. But I just didn't understand 
why... how someone, just because they had access to a keyboard and a 


typewriter, could just totally write off an event, that meant an awful lot 
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to an awful lot of people. And there'd been just no answering back, no 
nothing, that was it, the end of the story. And obviously that happens all 
the way through your career... And that was another impetus for the 
song, really. Because to me it was like... so many people were there and 
saw something completely different, but yet you re the twat who gets to 
sort of write it all off. And it's sort of... | don't know, I should be used to 
it by now.” So even when there is an important political inspiration 
behind the song, Yorke was also greatly inspired by this bad review. 
Interestingly, the identity of the reviewer and the review itself have 
remained somewhat of a mystery; in fact, the professional reviews of 
the show available are very far from ‘tearing to shreds’ the 
performance (several of the live versions released on “/ Might Be 


Wrong ‘were actually recorded at this show). 


| don't know why you bother 
Nothing's ever good enough for you 
| was there 

And it wasn't like that 

You came here 

Just to start a fight 


You had to piss on our parade 

You had to shred our big day 

You had to ruin it for all concerned 
In a drunken punch up at a wedding 
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Hypocrite opportunist 
Don't infect me with your poison 
A bully in a china shop 


When | turn around you stay 
Frozen to the spot 

The pointless snide remarks 
Of hammer headed sharks 
The pot will call the kettle black 


The dark allegory of a "drunken punchup at a wedding’ is used to refer 
to the political state of the world when the song was created; as Yorke 
explained: “nobody knows what's going on. It's just a riot’. But most of 
the lyrics could also be easily applied to the bad review inspiration. At 
the very least, the first two verses could be taken to be a literal 
description of Yorke's feelings created by the negative review. Unfair 
judging is an important theme in the song, which explains O'Brien's 
comment that the track “it’s kind of a cousin of... a dear old friend of 
‘Karma Police’... Concerning the music of the track, Radiohead has 
accentuated how unique (in their discography) is the song's Funk-like 
character. Jonny to NME: “It comes from the fact that Thom is playing 
rhythm piano for the first time on one of our records. I hesitate to use 


the ‘groove word... He then adds ‘it swings. It swings great." 


Meanwhile, Yorke told XFM ‘it's actually got this like... you know, 
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basically a very loose swing to it. We as five people could only have 
come up with that after having a long break. And it’s interesting cause 
Nigel |...] sort of said “You've never really done anything like that before, 
where the whole thing is just based around a sort of baggy swagger 
thing. Baggy's not the right word. Swagger anyway. The connection to 
“Karma Police’ is not only in the lyrics, but also in the music, since, 
according to Jonny, the use of piano as a basic rhythm element connects 
both tracks. He also adds “Some of the harmonies in it are quite 
unsettling as well. So again it’s a mixture of a quite straight pop thing 
and all the wailing that Thom's doing at the beginning and the end |..." 
The song is rather similar to “Amnesiac’ tracks "I Might Be Wrong” and 
“Packt Like Sardines In A Crushd Tin Box’, due to its use of groove 
(which the band refers to as ‘swing’). Throughout, various different 
rhythmic elements are added to the song; still, the 4/4 beat is 
maintained throughout, and is backed primarily by electronic drums. 
The bass maintains the E-tonal center of the song throughout. Its 


melody is based around the following idea (although it is often varied): 
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Although the song is written in E minor, the piano plays Dsus2/E and 
Esus2, leaving the minor character unspecified; however, the E tonality 
of the song is always present (additionally, the brief use of subtonic D 
only makes the change to Esus2 seem even more natural). Meanwhile, 
at first the vocals move without any chromatic notes, but then the 


following use of C# disrupts the Em tonality: 





noth -ing’s ev - er good-—__-— e—ss -~—Ss nough— for you.— 


This idea uses C#, which can be interpreted as a brief use of dorian modal 
mixture. Starting on A and ending on tonic E, this idea spans an ascending 
fifth. 


The chorus is constructed on chords Em-Dmaj7 /E-Am-Em-Am (1-VII- 
iv-1-iv). Thom's voice now moves diatonically, but the backing (most 
sepcifcally, the guitar arrangements) include the dorian element of C#. 
However, the Em tonality is reaffirmed at the end of each section. The 
monotonous guitar melody of the verses and the synthesizer added at 
the end of the track both serve as an example of this firmly established 
tonality, which is never completely disrupted (the chords themselves 
only move diatonically). 


"A Punch Up At A Wedding" was performed live in only two years of 
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Radiohead's career: 2002 and 2003. In the latter year, the song appeared 


on live sets quite frequently. 











2 SCATTERBRAIN (AS 
DEAD AS LEAVES) 








The origin of “Scatterbrain’ is rather mysterious. ‘It’s a really, really 
difficult song to describe where it came from, because on the surface it 
really was just an instant where those things happened. But at the same 
time there was a lot of other stuff going on that gave it significance. And 
my favorite type of weather in the whole wide world is extreme winds. I 
just get really excited. It is a bit dangerous. There was one time where... | 
have a house in the middle of nowhere and the house next door, the roof 
blew up and we just watched it and it was exactly like ‘The Wizard of Oz’. 


It was fantastic. And this was a similar incident in the city. But it’s kind of 
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a love song as well, ina way. Yorke also commented: "My absolute 
favorite type of weather is force ten gale. That's the happiest I am, in sort 
of gale, that might just take you up in the air and never come down again. 
And it was sort of... 1 mean, whatever came out lyrically, it was actually 
supposed to be a sort of celebration of this sort of storm, which is that... 
you know, | thrive on that. You know, I'm singing about a wild storm, but 
yet the music is very, very soft, you know, and really assuring. Like you're 
listening to it from outside the window. It's sort of a really lonely song as 
well. That's sort of the loneliest song on the record, | think." So while 
strong winds are an important influence on the lyrics of this song, one of 
its main themes is loneliness. Still, understanding why Thom Yorke refers 
to “Scatterbrain’ as a love song is rather difficult. O'Brien said that the 
band ‘thought of this as a Sunday morning song, really. But maybe it's 
not... maybe it’s a Radiohead Sunday morning, which is, you know, a copy 


of the paper with some bad news on the front, yeah." 


I'm walking out in a force-ten gale 

Birds thrown around, bullets for hail 
The roof is pulling off by its fingernails 
Your voice is rapping on my window-sill 


(Verse 1) 


Yesterday's headlines blown by the wind 

Yesterday's people in a scatterbrain 

(Verse 2) Any fool can easy pick a hole 
| only wish | could fall in 

A moving target in a firing range 

somewhere I'm not 

scatterbrain 

(Outro) Somewhere I'm not 
Scatterbrain 

Lightning fuse, power cut 

scatterbrain 


Yorke described these lyrics as a “celebration” for the windy weather 
he enjoys. But how is this connected to a scatterbrain, somebody who 
tends to forget things and lacks concentration? It actually isn't very 
clear, but it seems likely that the theme of loneliness can be linked to 
somebody who can be defined as a scatterbrain; it also seems possible 
that the track is rather vastly autobiographical. In one 2002 Iberian 
Tour show where the song was performed live, a member of the 
audience was able to obtain a piece of paper written by Yorke, which 
contained the following excerpt from Thomas Pynchon’'s 1963 novel 
“V."; ‘Tt was one in the morning, a wind had risen and something 
curious too had happened; as if everyone in the city, simultaneously, 
had become sick of news of any kind; for thousands of newspaper 


pages blew through the small park on the way crosstown, blundered 
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like pale bats against the trees, tangled themselves around the feet of 
Rooney and Rachel, and of a bum sleeping across the way. Millions of 
unread and useless words had come to a kind of life in Sheridan Square; 
while the two on the bench wove cross-talk of their own, oblivious, 
among them. The obvious connection between Scatterbrain and this 
short excerpt is the line "Yesterdays papers blown by the wind’. The 
paper thrown into the audience also had an extended version of the 


lyrics: 


somewhere I'm not in a force ten gale 
swimming in an oil slick 
pulled out by the tide 
broke over lines, tonadoes eye. 
going out o fmy mind, bad fucking vibess. 
somewhere I cant hear this noise. 
wildlife dying somewher with sunshine. 
poisoned or poor no sharp pains or lumps. 
a rare species being wiped out scattered far and wide. 
eyes open him confused at a loss. 
avoiding your gaze were the voices stop. 
lightning fuse. 
power cult. 
on black ice, under floorboards. 

just keeping afloat. 
somewhwer Im not 
just keeping afloat. 

fingers dead in the ice 

skin burning 
watching the growths. 
somewhere I cant 
just change sides 
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bumper to bumper 
nose fo tail 
always in my face 
tv ariels bendt double, ina force ten gale. 
watching someopne elses lights on the gangplank. 
ive lost my train of thought, it happens all the time. 
dont kno how old tam, tumbling down. 
dont recognize us, thinking the wrong thoughts. 
shoulkd maybe grow up 
somwhere | dont give a fuck. 
somwhere Im not under breaking oaks. 
pulling up asphalt pulling up rocks. 
the roots dig up the road 
a blobk of ice 
not in a rash doing bad dance. 
more rain,sticking rain. 
there used to be a field, now thers a lake. 
somewhere im not, sandbagging. 


The most easily identifiable theme of these extended lyrics is, once 
again, loneliness. But it still seems almost impossible to find the possible 
meaning that these words had for Yorke since there is so little 
information available. So, while “Scatterbrain’ is a deeply personal, 
touching piece (and one of the few in the album where politics didn't 
serve as a powerful inspiration), there doesn't seem to be much more to 
Say about its meaning than this description. 

“Scatterbrain is based on an arpeggio-playing guitar, electronic- 
sounding drums (probably a slightly manipulated acoustic kit) and bass, 


which simply plays subtle tonics throughout the track. 
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Many of the instruments in the track have reverb, and Yorke's vocals tend 
to use some dramatic manipulations. A delicate song written in G major, 


Jonny's guitar leads the rest of the band throughout its entirety; an 


introductory riff is played twice before the vocals join in: 








The guitar plays riffs made up of three notes (that tend to have the intervals ofa 
sixth and then a fifth), and at first describes the downward scale degree 
movement C-B-A-G; however, the chords constructed out of this bass notes tend 
to create suspended harmony. The chromatic note F natural indicates a 
disruption with the diatonic idiom of the originally established key, which will 
be more common in the following passage. The vocals, meanwhile, move 
diatonically, starting on a high E, reaching tonic of home Key G and then 
descending to its dominant B 





While the vocals continue a high-register diatonic movement (based on E), 
the guitar now moves through the bass notes F# and E. However, the three- 
note chords formed include an important chromatic note: D# as the 
submediant degree in F#m6 and later as part of an Em chord with no 
dominant and a major 7th. The chromatic note is contrasted with both the 
use of home key relative minor Em and with the start of the progression 
again once the song returns to C. 
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Once the first verse has finished, the track moves to a short instrumental 








rt) a 
Oe ee 
<n « 5 8 A | Yo ns Do EE Oe OTT 
f Geer ee [ee ee ee ee age |) 
Gy es Ge | | | «) 
Ooh. 
- , or” ee on 7 a |: ca J i, a" aay 1 VS Deals iP 
J : lhe 7 —— or? _-~—S<C:;Q, —— D — At? 4 
h..__—_|poe—_|—_ AF he a ee ee ee ft be fT re PT 
ee 10 (aia SAS SPOS («AR (a RS a (es R(T "a, = i (es 
MS ne ee LT UL LL CCU. CULL LC 


This bridge is highly chromatic and arguably serves to build tension, which is 
dissipated when the next verse starts. Based around the chords Gm (with an 
already disruptive mediant, but with a chromatic though brief raised 
dominant) A (already chromatic and with a flattened sixth: F natural) and Em, 
only the latter arpeggio moes diatonically, although in suspended harmony 
and as a tetrad. Yorke mirrors this chromaticism in a wailing descending 
melody that moves through 5 semitones before settling on A. 


As the song returns to a more harmonically stable passage in the second 
verse, Scattebrain’ reaches what might be considered the dramatic climax 
of the track: the drums start playing cymbals, an ambient synthesizer is 


introduced and O'Brien plays his first notes so far: 
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Ed joins the song playing two subtle notes every bar; O’Brien tends to descend 
and ascend with the harmony. Eventually, the second guitar also uses chromatic 
notes, especially C#. This new melody combined with Yorke's vocals and, 
arguably, Jonny's guitar, creates a delicate counterpoint. 
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Immediatly after the second verse the song mvoes to its calmer final 


section, presented instrumentally without O'Brien's guitar: 
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The guitar moves through the bass notes G-A#-B-A; the outro of the song also 
presents supsended harmony. The disruptive use of chromatic A# (and of 
C#) is quickly dissipated as the harmony moves to Bm and then to F#m/A, 
where the harmonic tension of C# is arguably hidden by the presence of A in 
the bass. The final figure is based around F#m/A only the first time it is 
played; afterwards, the guitar describes D. Meanwhile, Yorke's vocals avoid 
chromaticism altogether and often reach a dramatic high G, reaffirming the 
song's tonality: 











Ed slowly introduces a slow guitar arrangement that follows the briefly 
disruptive nature of Jonny's guitar, as it also includes chromatic notes in its use 
of A# and D# in its final short melody (which sounds intentionally harmonically 
unfinished) 
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Eventually only the drums and second guitar are left in the song, and the 
latter suddenly stops leaving Selway to finish the track abruptly 
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What might be interpreted as strong and essential chromatic harmony 
used in order to establish a certain character within the song might also 
be seen as modal mxiture: scales G phrygian and G locrian could be 
applied to certain harmonic elements in in the song. Scatterbrain’ has 
arguably proven to be amongst Radiohead's most least known and 
underappreciated songs, probably beacuse it is far more subtle than 
most of the songs on the album (if not all of them) and doesn't feature 
any of the experimentation present in many Radiohead songs of the 
period. Somehwat unsurprisingly, it has not been performed live since 


2004. 
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C. Greenwood= Bass 
E. O'Brien= Guitar 
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O? MYXOMATOSIS (JUDGE, 
JURY & EXECUTIONER) 








The 1994 “High & Dry’ single included a short handwriten, incomplete 
and quite illegible story in its artwork, which represents the first time 
that anything related to "Myxomatosis’ was Officially released by 
Radiohead. Although it is almost impossible to know if the musical idea 
of the track was already present in Yorke's mind in 1994, the name of 
the rabbit-killing disease caused by the myxoma Virus definitely 
interested Yorke, albeit for purely phonetical reasons: “I remember my 
parents pointing out all these dead rabbits on the road when I was a kid 
[there was a highly lethal crisis of the disease in the UK, which started in 
1953 and eventually wiped out 99% of the rabbit population in the 
country]. I didn't know that much about the virus, or even how to spell 
it. But I loved the word. I love the way it sounded.” The story of the song 
continues in the “Kid A’/ “Amnesiac sessions. The line "I don't know 
why I feel so tounge-tied’ and ‘I don't know why I feel so skinned alive" 
were both used in the ‘Amnesiac’ B-Side "Cuttooth’; however, it is not 


possible to know which song used the lyrics first, since Yorke was using 
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the ‘cut-up’ wiriting method for his lyrics at the time. It is unkown if 
“Myxomatosis was already a fully formed musical idea at this point, but 
it seems very likely that its subject matter was already developed. In late 
2001 early/2002, Yorke recorded an demo of the track, arranged as a 
completely electronic song; he played this version to his bandmates 
prior to the recording of “Hail To The Thief’. ‘I didn’t expect them to 
wanna get into that track at all. And when we got together after they had 
some demos and stuff, that was the one that everybody said first ‘we 
gotta do that somehow, because that’s amazing, and | was like ‘wow, 
really? I was really surprised and really excited, cause it’s like, | 
expected them to wanna go near the song ones first, you know, and they 
didn't.” After being re-arranged for band performance, -Myxomatosis" 
was played for the next few months with varying lyrics and structure; 
when played in the Iberian Tour "[...] we got this absolutely amazing 
reaction. It was like a train crash [...]’ But Yorke’s comment seems 
rather suprising given that the band couldn't record the song ina 
satisfying arrangement in L.A., and eventually recorded it back in 
England. Jonny: ‘That's all playing around a lot with the idea of how 


keyboards used to be, they used to sound frightening, and Tubeway 
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Army style, I suppose, or slightly out of tune. You forget that presumably 


in the 80s when keyboards were being recorded people would be 
playing them. And even if a band just had keyboards in it, they'd have to 
one at atime play keyboards onto tape, which is a really alien concept, 
because of computers and sequencing and how music is made today. So, 
that was done like that, pretty much.” Ed: “Well, it was a tricky one, 
because |...| the version, that Thom did [...] was very digital [...] And we 
wanted to incorporate the live thing. And the Tubeway Army thing was 
the perfect thing to do. But again, we had to find an approach to it, and 
we didnt quite get it in L.A., but we eventually got to loop Phil's drums, 
and then we did a sort of a live rough in the control room. And then 
other stuff was added. It's that totally playing something in the spirit of 
how you think they might have made records in ‘79, ‘80, or whatever. 
Jonny: And it was one of those occasions where you re recording, and 
the element you think is the Key to the song, the rhythm, actually isn't, 
and it's in the detail. It's just in the single keyboard lines. And as soon as 
they became overpowering and took over the song, the song started 
working. And the rhythm was just a way to lead you through the song, 


but it wasn't the feature anymore. And suddenly it had this atmosphere 
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Thus, the mian problem while recording “Myxomatosis was the 
contrasting idea of playing live an originally digital song; once the 
attention on the recording was shifted from Phil's drummming, then it 
became easier to capture a successful take of the track. Yorke summed 
up the recorded result: "I think it’s some of the most exciting stuff we ve 


ever done, really.” 


The mongrel cat came home 

(Verse 1) Holding half a head 
Proceeded to show it off 

To all his newfound friends 


He said, 

| been where | liked 

| slept with who | liked 

She ate me up for breakfast 
She screwed me In a vice 


But now 
(Chorus) | don't know why | feel so tongue-tied 


| sat in the cupboard 

(Verse 2) And wrote it down in neat 
They were cheering and waving 

Cheering and waving 

Twitching and salivating 

Like with myxomatosis 


But it got edited, fucked up 
Strangled, beaten up 
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Used as a photo in Time magazine 
Buried in a burning black hole in Devon 


| don't know why | feel so tongue tied 
(Chorus) Don't know why | feel so skinned alive 


My thoughts are misguided and a little naive 
| twitch and salivate 

Like with myxomatosis 

You should put me in a home or you 
Should put me down 


(Verse 3) 


| got myxomatosis 

| got myxomatosis 

Yeah no one likes a smart arse 
But we all like stars 

That wasn't my intention 

| did it for a reason 


lt must have got mixed up 
Strangled beaten up 

| got myxomatosis 

| got myxomatosis 


| don't Know why | 


(Chorus) Feel so tongue-tied 


While many listeners initially interpret the song as being about fame 
and external criticism, its real’ meaning is far from being a msyery since 
Yorke himself has stated on many occasions where the lyrics of 
“Myxomamtosis’ came from. To Spin: "The song is actually about mind 
control. I'm sure you ve experienced situations where you ve had your 


ideas edited or rewritten when they didn't conveniently fit into 
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somebody else's agenda. And then - when someone asks you about 
those ideas later - you can t even argue with them, because now your 


idea exists in that edited form. "It’s hard to remember how things 
actually happen anymore, because there's so much mind control and so 
many media agendas, he continues. ‘Theres a line in that song that 
goes, My thoughts are misguided and a little naive.’ That's the snarly 
look you get from an expert when they accuse you of being a conspiracy 
theorist. In America, they still use the conspiracy theorist’ accusation as 
the ultimate condemnation. I've been reading this Gore Vidal book 
[Dreaming War], and I know Vidal is always accused of being a 
conspiracy theorist. But the evidence he uses is very similar to the 
evidence used by a lot of well-respected British historians. Yet they still 
call him crazy. To me, that’s part of what ‘Myxomatosis’ is about - it's 
about wishing that all the people who tell you that you re crazy were 
actually right. That would make life so much easier." Also: “It just stuck 
with me how utterly powerless people are to really represent what goes 
on, if other people elsewhere see fit... if they see a nicer and more 


convenient story to be written another way, they can write off the 


wishes of millions of people in a split second at editorial decision, which 
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I feel is immoral.” This time to XFM: "It’s actually a short story kind of 
thing that I wrote and then cut up. And I never write short stories. About 
the only one I've ever written. I used to write them at University. |...] 
“Myxomatosis is a man-made disease, you see, and | think I may have it. 
I think it’s got a lot of that absurdist thing in it. There’s obviously 
something wrong with me. I mean I'm obviously missing something 
here. I must be ill, cause when I listen to the radio I just go ‘Uurghhh!’ 
and it makes me very angry. I am one of those people, I shout at the 

TV.” So the song is somehwat autobiographical. There are varying 
interpretations of the word 'myxomatosis inside the song: in the quote 
above, Yorke absurdly refers to it as a disease he most likely suffers 
from, but then again, the word could could also be connected to the 
theme of conspiracy theories through a very subtle and rather obscure 
allegory. But we must also Keep in mind that Yorke selected the lyrics of 
this song randomly by using the cut-up literary technique, so it would 
be somewhat pointless to search for an specific meaning behind all of 
these words. The chorus, however, does seem to state the song's general 
character and insipration, and expresses the feelings created by what 


undeniably is one of the central themes in the song: mind control. 
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Even when we don't interpret the main theme of the song as being mind 
control, the musical character of the song still sounds rather paranoid 
and maybe even unsettling. This is clearly observed in the song's 
rhythm, one of its most famous elements: “Myxomatosis’ is written in 
4/4, but neither the drum nor the bass, guitar or keyboards (which all 
play the same riff) accentuate the time signature in a clear way; instead, 


the high amount of syncopation these instruments add to the song 


makes it sound rather tangled and dizzy. 





Just as the syncopation causes rhythmic disorientation in the listener, the common 
use of scale degrees separated by a descending third contributes to the overal 
confusing character of the track. This way, "Myxomatosis’ sounds unsettling and 
tense without leaving the diatonic idiom of home Key Em. 


Yorke initially imitates this melody, albeit with some minor variations, 
and then proceeds to sing the same idea only a thid higher, starting on B 
instead of G. Throughout, Thom sings in a very loose manner, often 


approaching what could be arguably described as rapping. The chorus of 
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the song leaves Yorke and Selway alone, as the singer reinforces the 
tonality by singing a melody that starts on Em dominant G and then 
descends to the tonic. This section also employs silence dramatically and 
works quite dynamically, since the return of the initial riff sounds 
considerably stronger. This listening impression is also strengthened by 
the appareance of a wailing synthesizer (which tends to employ C, or an 
more complete Em9 sonority in order to create an unresolved and tense 
feeling). “Myxomatosis" consists of just these basic two parts, verse and 
chorus, which are repeated until the song abruptly ends (indeed, some 
listeners suggested that although the track was an insipred idea, it really 
wasn't a finished one). 

The penultimate track on “Hail To The Thief’ is rather cherished by 
Radiohead themselves, since it is one of the few track in the album they 


continue to perform since the year of its release. 





C. Greenwood= Bass 
E. O'Brien= Guitar 









P. Selway= Drums 
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G2 A WOLF AT THE DOOR 
(IT. GIRL. RAG DOLL) 








Perhaps the main reason why the last song on Radiohead's sixth album, 
the dark "A Wolf At The Door’, is well known is for containing the only 
example of Thom Yorke rapping. But according to the singer, the song 
should stand out beacuse of his disturbingly realistic and violent its 
lyrics are, which is also the reason the band hesistated on releasing it 
and decided that the only way this could happen was by making it the 
last song on the album. In Thom's words: |...| suddenly I was like ‘wow, 
this is pretty bitter stuff’. You know, all the stuff about ‘cold wives and 
mistresses, cold wives and sunday papers, city boys in first class’, all 
that stuff. I was like ‘bloody hell, that’s pretty serious’. I guess it’s just 
very, very angry, cause I couldn't help it, really. A good place to put 
anger in is in music. I think better than a lot of other places. But again, 
the crazy thing about itis, I'm only able to put the anger in that song, 
because the melody itself is so sweet, you know. Jonny wrote this really 
sweet guitar melody. Where the words came from was just... that's just 


where they came from. I mean, it wasn't... | wasn't even thinking that I 
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I was angry. I mean, I was just feeling like I was going a bit mad. So, I'm 
used to that now, I go through phases like that. But that was a 
particularly bad one. But you know, we were kind of reluctant to put it 
on the record for ages, because it was just so... we end every record 
with a nice sort of ending. But really, this wasn't... the whole 
atmosphere and where this whole record comes from, is not that. It 
would have been false to do that. In the record there's a lot of sort of 
fairy tale, children's story things going on in it. And then that one at the 
end... again, it's obviously a wolf at the door and so on, but it's kind of 
the most sort of ordinary life, realistic place in the whole record. And 
it's sort of like waking you up at the end, really. And waking you up is 
something really not that pleasant. Rather than waking you up and it's 
like ‘uhh, it’s all been a lovely dream... no, it’s all been a nightmare and 
you need to go and get a glass of water now. You know, that's kind of 
what it is.. But then again, Yorke had reason to be this angry, since one 
of the main insipirations of the lyrics is his experience with people in 
social scenarios. "|speaking about an experience travelling first class 
on a train in Bath| I needed some time, some peace and quiet. But what 


I got was a bunch of rowdy, posh city boys, obviously rich as hell, who 
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were going to some fucking stag party. Thirty of them in first class - 
and me. These guys had two crates of Stella, a ghettoblaster, and the 
guy who was getting married was dressed as Elvis. And for three hours, 
I sat there while they ‘enjoyed’ themselves. They were awful, 
aaaaaaahhhhh! And the whole lyric is just about my revenge on them.” 
This is also connected to a comment the singer made to Q magazine 
back in 1997, where he talks about his time in college: "It was the same 
in Oxford seeing these fuckers walking around in their ball gowns, 
throwing up on the streets, being obnoxious to the population. The 
little guys in the bowler hats will clear up their puke and make their 
beds for them every night. They don't know they're born and they're 
going to run the country. It’s scary. Of all the towns in the country it's 
one of the most obvious examples of a class divide." This social element 
evidently insipred (as it most likely still does) some anger in Yorke; 
however, the anger in the track might also come from a beating 
recieved in March 2000, which he communicated in Radiohead's 
website. Apparently, this was not the first time this had happened to 
Yorke. The message on the web reads: ‘got beaten up in the middle of 


oxford last week by someone who recognised me and saw me aS easy 
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target. only bruises so okay didnt go to police tried that once before 
and was accused of willing it on myself [sic|”. It has been suggested 
that the first beating was sadly essential in the creation of “A Wolf At 
The Door’. Various versions of the track were attempted in the sessions 
for "Kid A’ and "Amnesiac", including one which Jonny Greenwood 
refered to as Heavy Metal, close to the sound of The Darkness. But 
Radiohead didn't feel satisfied with these arrangements, so they saved 
the track for the recording sessions of “Hail To The Thief"; the version 
released on the album was recorded in L.A. According to Yorke, the 
song worked for very specific reasons. With this, it was about a 
rhythm. It was the rhythm that fell inside Johnny's guitar line, which is 
a really sweet, beautiful melody, and one of the best things he’s come 
up with, you know, I think. It’s amazing. And I really sort of... I just had 
that rhythm, that rhythm infected my head. And what happens a lot 
with song writing is that a melody or a rhythm or something stays with 
you like catching a cold. And doesn't go. And during that time what 
happens is that I can then fit things on to it, it all fits and glues together. 
Whatever words... Sometimes its crazy cause it can almost be anything. 


It can be like nonsense, total nonsense. But it’s when you get that... if 
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you catch the cold then the nonsense makes sense. If you know what I 
mean. It's like you re getting beamed it, or whatever, or you re doing an 
Ouiji board and someone's pushing your hand. That's what it’s like. It's 
not a pleasant experience necessarily. I mean, this was a deeply 
unpleasant experience, actually writing the words for this track and the 
state of mind | was in. But what constantly carries it through is the fact 
that I’m sitting essentially underneath this beautiful melody that 
Johnny's written. So it’s ok, you know. It makes it okay to sort of be in 
that state of mind. Which is what I use music for a lot of the time. Not 
all the time, but a lot of the time. And the actual words themselves to 
me don't hold the same significance as they might do for other people, 
because it literally is what was in my plastic bag, that carrier bag that | 
was carrying around that day. If you understand what I mean. That's 
just what was there. I mean, I walked around for two days, going stark 
raving mad, which happens sometimes... and with this plastic bag with 
all these notes in it. And that was the song. ‘Bagman’, that's what it 
should be called.” Both Greenwood brothers have expressed 
admiration for the track, with Jonny adding ‘It's a beautiful song, and 


then he starts shouting, ‘Dance you fucker/Flan in the face’. I mean, 
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fantastic, but what's he on about?" 


Drag him out your window 
Dragging out the dead 
singing | miss you 

Snakes and ladders flip the lid 
Out pops the cracker 

Smacks you in the head 
Knives you in the neck 

Kicks you in the teeth 

Steel toe caps 

Takes all your credit cards 
Get up get the gunge 

Get the eggs 

Get the flan in the face 

The flan in the face 

The flan in the face 

Dance you fucker dance you fucker 
Don't you dare 

Don't you dare 

Don't you flan in the face 
Take it with the love its given 
Take it with a pinch of salt 
Take it to the tax man 

Let me back 

Let me back 

| promise to be good 

Don't look in the mirror at the face you don't recognize 
Help me, call the doctor, put me inside 
Put me inside 

Put me inside 

Put me inside 

Put me inside 


| keep the wolf from the door 
But he calls me up 
Calls me on the phone 
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Tells me all the ways that he’s gonna mess me up 
Steal all my children if | don't pay the ransom 
And I'll never see them again if | squeal to the cops 


Walking like giant cranes 

And with my X-ray eyes | strip you naked 

In a tight little world 

And are you on the list? 

Stepford wives who are we to complain? 
Investments and dealers 

Investments and dealers 

Cold wives and mistresses 

Cold wives and Sunday papers city 

Boys in first class don't Know we're born just know 
someone else is gonna come and clean it up 
Born and raised for the job 

Someone always does 

| wish you'd get up get over 

Get up get over and turn the tape off 


(Chorus) 


The metaphorical use of the quintessential fairytale villain links the 
song back to the references to children material found earlier in the 
album, but the question remains unanswered: who is the wolf exactly? 
Following the generally political character of the album, some 
listeners have prposed that the wolf is an allegory for the government. 
Whatever the specific interpretation might be, its feeling is most likely 
shared by most listeners: “A Wolf At The Door’ clearly deals with very 


paranoid themes, even when they are expressed through anger as 
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Yorke pointed out. Ambiguous meanings aside, there are at least two 
ideas in the song that Yorke explained explicitly in interviews: a 
reference to the former Labour MP and UK Secretary of State for 
International Development Clare Short, who in 2001 was attacked with 
a custard pie by activists in a public event (‘Get the flan in the face...."), 
and a nod to the socially comfortable extract that angers the singer so 
much (‘city boys in first class..."). These arguably connect the song to a 
political interpretation, which is even more likely due to the possible 
allusions to the government spying on its citizens ("With my X-ray eyes 
I strip you naked...") and to the 1972 novel Stepford Wives, in which 
women are portrayed as being characteristically submissive, which 
Yorke might reference as a subtle political indirect message. It also 
seems rather likely that Yorke wrote the song as a very direct, stream- 
of-consucioness (as personal as it gets) expression of his fears: politics, 
constant government surveillance, violence, death, paranoia, social 
classe, and above all, the fear that someone is going to take his family 
away. The phrase ‘keeping the wolf from the door’ (the working title of 
the song) refers to being able to provide the minimum vital necessities 


on a daily basis; thus, the song might be about surviving life on a daily 
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basis, expressed through a very abstract narrative. Whatever the 
interpretation is, it remains clear that "A Wolf At The Door’ is a sinister 
song, insipred by very real and dark themes, which explains why its 
lyricist refers to it as the most realistic song on the record, and also as 
a nightmare. Perhaps this is the reason Yorke ends the song ina 
soothing wail; this is his response (‘Tl just go...) to the difficult 
situations in daily life. In a lot of ways, the last song in the album sums 
up “Hail To The Thief" as a whole, if not musically, then at least lyrically. 
The harmony of the last track in the album creates a considerably tense 
verse, written in Dm. But this is contrasted in the chorus, which 


modulates to parallel D major. 





The verse is based on this ascending/descending arepggios, played by a guitar 
and keyboard. Indicates the chords Dm, Dsus2, Gmaddb13, Gm, Asus4, A/G. The 
progression employs two chromatic notes: Eb (the b13th of Gm) and C#, 
mediant of A major. The tension created by this rather harmonically ambiguous 
and unfinished progression hiddes its basic tonic-subdominant-dominant 
movement 
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With Gmaddb13, bass and drums enter the song and reinforce its 
ternary time signature; after the progression is presented Yorke starts 
singing/rapping/reciting his stream-of-consciousness lyrics, basing 
himself on an unsually low register (for Radiohead) which starts on F 
and eventually reaches C by the end of the harmonic progression. The 
rushed and strained character of the song so far clashes strikingly with 
the chorus, based on D/F#, G, F#m, Dmaj7, Gmaj7 (I-IV-111-I-IV). 
These chords are played as (highly) fragmented arpeggios, and are 
backed by a soothing ambient synthesizer; meanwhile, Yorke also 
contrasts the verses with the chorus given that he stops the monotnous 
rapping of the verses and sings a higher melody (which includes the 
few chromatic notes in the section). Transitioned by a very brief, delay- 
filled, guitar riff, an instrumental bridge links the chorus with the 
second verse and returns the song to its original Dm tonality. These 
instrumental bridge is based on D, Cadd9, Bb6, F/A, A/G. As the 
singer prepares to return to his rapping, he wails along with the 
harmony. The second verse is notably more dramatic than the first one, 
which is noteworthy since the song has been dramatic since its first 


few bars. Through some clever rhytmic interplay and the addition of 
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backing vocals, the second verse sounds quite climatic. After a second 
chorus, the song finishes with an instrumental outro that uses the same 
chords employed in the chorus; this brief instrumental seems to 
aliviate the tension the song has been building for all of its duration. 
Thus, the song that Yorke described as a ‘nightmare’ ends calmly with a 
reasurring (albeit rather harmonically unfinished, given that a V-I 
perfect cadence resolve seems obvious) Gmaj7 chord. 


"A Wolf At The Door’ was performed intermittently until 2012. 
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The singles from ‘Hail To The Thief’ included the following B-sides: 


There There 
There There 


Single (2003) Paperbag Writer 


Where Bluebirds Fly 


Go To Sleep 


Go To Sleep 
ea OUR ARMS Gagging Order 
ND MANS Lay ™ single (2003) I Am Citizen Insane 
I Am A Wicked Child 





Fog (Again) (Live) 
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©? PAPERBAG WRITER 





Colin to XFM: “Thom did it in L.A., I think, and we did some drums on 
itin London. And yeah, it’s kind of... it's just a bit of fun, really. I 
suppose.’ It seems possible that the basic idea of this song was already 
around in the "Kid A’/ “Amnesiac” sessions beacuse of its highly 
electronic and digital character (which can be said about "Where 


Bluebirds Fly’ and "I Am Citizen Insane’ as well). 


Blow into this paperbag, 
Go home, stop grinning at everyone. 
Blow into this paperbag, 
Go home, stop grinning at everyone. 


lt was nice when it lasted, 
But now it's gone. 
lt was nice when it lasted, 
But now it's gone. 


Blow into this paperbag. 


Take your armor off, 
You're not under attack. 
Take your armor off, 
You're not under attack. 


Come on, come on. 

Blow into this paperbag, 

Go home, stop grinning at everyone. 
Blow into this paperbag, 


— 
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Go home, stop grinning at everyone. 


And they were honeybees 
On a blade of grass. 

Take your armor off, 
You're not under attack. 


Blow into this paperbag. 
Blow into this paperbag. 


The only obvious information about the song is that its title is a pun on 
the 1966 Beatles song “Paperback Writer’. Other than that, there is no 
clear indication of what is the insipration, let alone the meaning, 
beahind these set of lyrics is. The most common interpretation is that 
of a panic attack: Yorke is telling someone who suffers from some 
kinfd of anxiety to calm down (‘blow into this paper bag") and relax 
(“You re not under attack’ ). Behind this appearently simple message 
there is, perhaps, a bigger metaphor; but it's seems almost impossible 
to know what was Yorke'ss intention when writing these lyrics. The 
musical character of the song is also reminiscent of the tension 
involved in a panic attack: backed by an electronic beat, synthesizer 
strings and a prominent bassline (which indicates Bb), Yorke sings a 
simple melody that encapsulates the unsettling mood of the track. 


Yorke has played the song solo and with Atoms For Peace. 
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©? WHERE BLUEBIRDS FLY 








Released as a B-side of the lead single ‘There There’. Where Bluebirds 
Fly" is perhaps most famous for being the song Radiohead used as 
introduction for their live shows. As Colin said, "|...| every time you 
hear it our hearts quickened, because we had it as our coming on 
music for a year and a half." This deliberately eerie track was created 
in Spring 2002 during rehearsals for “Hail To The Thief’ , and again 
quoting the bass player, ‘It was some music that Thom did on his 
laptop |...|’ Yorke's vocals in the song begin by quoting “Somewhere 
Over The Rainbow’, which explains the song's title, but then they 
become highly incomprehensible (actually, they might not be words at 
all). It seems rather likely that Thom keeps on singing the same song, 
and that "Where Bluebirds Fly” as a whole is supposed to be a parody 
of “Somewhere Over The Rainbow’; thus, the soothing character of the 
original ballad is drastically contrasted with the tense atmosphere of 
Yorke's ambient combination of synthesizers, electronic drums and 
unintelligible vocals. Not suprisingly, Radiohead has never performd 


the song live. 
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@2 GAGGING ORDER 


Released on all versions of the "Go To Sleep” single. “Gagging Order” 





stands out for being an acoustic number, featuring only Thom Yorke on 
guitar and vocals, created at a time where most of the music by 
Radiohead had some Electronica element attached to its arrangement. 
Yorke first played the song to the rest of the band members in 1999 
while the band was recording the follow-up to "OK Computer’; O'Brien's 
diary mentions that the song eventually came to be known as “Move 
Along’. Concerning the track's insipration, Yorke ambigously told XFM: 
“I was gagged. I had a gagging order served on me. Indirectly, at one 
point. Over something, which I obviously can't tell you about. But I have 
to say gagging orders are the most unpleasant legal invention known to 
man. They are sick. They are bad news... It just amazes me that if one 
lives in democracy you are still... you can basically be gagged. And when 
you re gagged, you re gagged. That's it.” What information is it exactly 
that Yorke wasnt legally allowed to speak of is a mystery. Nevertheless, 
we must also Keep in mind that Yorke never speaks literally and tends to 
add some irony to his comments, so maybe this ‘gagging order’ isn't 


completely accurate. 
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(Verse 1) | Know what you're thinking 
But I’m not your property 

No matter what you say 

No matter what you say 


Move along, there's nothing left to see 
(Chorus) 
Just a body, nothing left to see 


A couple more for breakfast 

(Verse 2) A little more for tea 
Just to take the edge off 

Just to take the edge off 


(Chorus) 


Based on Yorke's omments about the track, a political interpretation 
seems closest to his original feelings. The first verse indicates Thom’'s 
thoughts about a gag order; he is aware that the government is treating 
him like “property , even when he is aware that he is not. The chorus 
changes narrator: from the victim to the people who have gagged him; 
the phrases on this brief section resemble authrorities asking passersby 
to ignore some kind of an accident or crime in the street. Thus, Yorke is 
arguably linking the act of gagging to that of a murder or a robbery. The 
second verse establishes an allegory between drug use and the action 
undertaken to hide the gagging order so the general public wont find 
out about the truth ("Just to take the edge off"). The song also originally 


included the following extra lyrics: no matter what your lawyers 
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say/the reason I've gone quiet/is 15ft of concrete./he was a kind 
man/he was gentle man/and he never fought back. These lyrics only 
accentuate a political inspiration behind the song, indicating the 
outcome of a victim of gagging order: death, quite possibly by suicide. 
“Gagging Order’, like many Radiohead songs, can be labeled as a subtle 
protest song concerning political themes. Clashing with these hard 
lyrics is the music of the song, which creates a strong contrast due to tis 


calm acoustic nature and lack of chromaticism. 


Verse A-F#m (I-vi) 


i 


Chorus F#m-F#m/E-D-A (iv-IV-I) 





The exact chords are rather ambiguous due to Yorke's playing and his 
use of suspended harmony and open strings. The song is based on the 
contrasting change from home key A to its relative minor F#m; in the 
chorus this change is even more accentuated due to a descending 
progression from F#m to A, culminating with a IV-I plagal cadence. 
Yorke's voice moves on a high register and also avoids chromtic notes 
completely. 


“Gagging Order’ was played by Thom and Jonny only once in 2006. 
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0 1 AM CITIZEN INSANE 





The third and last of the purely electronic B-sides from "Hail To The 
Thief", released on the ‘Go To Sleep" single. The band has never 
commented on the song and they have actually never acknowledge its 
existence. The title of the song had appeared in the artwork of 
“Amnesiac , So it seems possible that its idea was already around in the 
sessions for that album and its sister effort. This instrumental track was 
probably recorded in the first weeks of rehearsals for “Hail To The Thief" 
in Spring 2002. “I Am Citizen Insane is an ambient track written in the 
unusual time signature of 10/4 and the harmonically undisrupted key of 


D major; despite of its dark title, the song is rather ominous and cheerful. 





2 FOG (AGAIN) (LIVE) 


Radiohead decided to release a live version of "Fog", performed in Paris 





on July 3, 2003, beacuse Thom Yorke wasn't satisfied with the studio 
version released as a B-side on Knives Out’. This live version is arguably 


more organic and direct, played as an acoustic number on piano. 
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0 1 AM A WICKED CHILD 


‘TAm A Wicked Child’, featuring Jonny Greenwood on harmonica, is 


the closest Radiohead has ever gotten to playing Blues. The song was 


written in the "Kid A’/"Amnesiac" sessions, and the version eventually 


released as a B-side of "Go To Sleep’ was appearently recorded in 


these sessions. The track was first presented to the public in 2000, in 


one of the band's webcasts, and has only been played live once, in the 


Iberian Tour of 2002. 


Mother Mary come for me 

For | am a wicked child 

| have sinned and | am so confused 
For | am a wicked child (x2) 


| am the Devil's son 

And | wish | could be good 

| walk the crooked mile 

Yeah | wish | could be good (x2) 


If | could have kept on the straight and narrow (x2) 
But God broke your heart (x2) 


Now | wake up in the night 

He's tugging at my arms and legs 
Like | was a marionette 

send baby Jesus 

To radiate his lie (x2) 
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Thom’'s lyrics openly reference religion, and also quote traditional 
Blues lyrical grammar, like repeating phrases and using anaphoras. 
The meaning behind these words has many possible interpretations, 
but Yorke was probably approaching religion from a rather modern 
perspective, as the idea that all of its beliefs are lies. This is most 
obviously appreciated in the lyrics “Send Baby Jesus to radiate his 
lies". Therefore, the song would start with Yorke representing the 
feelings people tend to have when they discover religion: they are told 
they are ‘wicked", ‘confused" and ‘the Devil's son”. Under these 
unsettling accusations, people tend to become adept religious 
believers; however, Yorke states that once this happens, they become 
“marionettes believing lies’. The chords in the song are 
harmonically ambiguous: G-F-C-Bb-G; the progression is based 
around G, but the song isn't written in G major. We could interpret 
this harmony as being on F major, but based around its supertonic, or 
as a progression that includes brief albeit constant modulations. “J Am 


A Wicked Child’ consists of probably improvised musical elements, 


which back Yorke's homophonic vocals throughout. 
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in RAINBOWS 






Basic info 


- 2007 

- Recorded in Marlborough, Wilthsire. Halswell House, 
Taunton. Hopital Studios, Covent Garden. Oxfordshire 

- Self-released, XL Recordings 

- Produced by Radiohead and Nigel Godrich 

- Singles: Jigsaw Falling Into Place 





Nude 





House of Cards/ Bodysnatchers 





Reckoner 





-Peaked at number 1 in the UK, 1 in the US 


-Track Listing: 


1. 15 Step 
2. Bodysnatchers 

5. Nude 

4. Weird Fishes/Arpeggi 

5. All I Need 

6. Faust Arp 

7. Reckoner 

8. House of Cards 

9. Jigsaw Falling Into Place 
10. Videotape 
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Background= 

After the tour to promote ‘Hail To The Thief’, Radiohead took a short 
break; between May 2004 and March 2005, its five members focused 
on activities outisde of the band. Most notably, Yorke released hist first 
solo album, 2006's The Eraser", while Jonny Greenwood composed 
two film soundtracks. After Radiohead's sixth studio effort, the band's 
contract with EMI had been fulfilled, so the band parted ways with the 
company. Yorke to Time magazine: [like the people at our record 
company, but the time is at hand when you have to ask why anyone 
needs one. And, yes, it probably would give us some perverse pleasure 
to say Fuck you to this decaying business model. As of 2006/2007, 
Radiohead was one of the most popular bands in the world, but also an 
unsigned act. 


Recording= 





The recording sessions of In Rainbows began in 2005, but the band 
felt like they were ‘not going anywhere , which they found ‘really, 
really frustrating , according to Yorke. Amongst the causes of this lack 
of inspiration was the initial absence of Nigel Godrich, who wasn't 


involved in the project given that Radiohead wanted to get out of their 
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comfort zone. Instead, the band teamed up with producer Spike Stent, 
although this collaboration was virtually unproductive. The lack of an 
impending deadline was also influential in the band's amount of 
enthusiasm. All of these factors actually caused the band to consider 
splitting up, which didn t happen beacuse they thought their new ideas 
were really good. at their core. By April 2006 Radiohead was ina 
dead end, with no recording progress achieved and no producer, so the 
band decided to embark ona brief tour from May to August, on which 
they tested new songs to favorable results. When the tour ended, 
Godrich was invited into the project and the band began recording in 
Marlborough, Wiltshire, where they stayed for three weeks (sleeping 
On caravans Sicne the rented country house was in a State of neglected 
disrepair) . During this time, the recording of ‘Jn Rainbows’ started to 
pay off: back with Godrich and with two new songs succesfully 
recorded, Yorke wrote in the band's website: ‘started the record 
properly now... starting to get somewhere | think. Finally.” In late 
2006 the band continued recording in Taunton and Covent Garden, 
finishing more songs in a brief period of time; after some more work in 


Radiohead's own recording studio, in early 2007, the album was 
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finished. The recording sessions had produced 16 tracks, but "Jn 
Rainbows contains only 10 of those results: Radiohead deliberately 
attempted to keep the album short after the length of “Hail To The 
Thief” left them unhappy. 


The album was mastered by Bob Ludwig in London. 


Artwork= 





Stanley Donwood created various images for the album; the visual 
artist designed the artwork as Radiohead themselves worked on the 
Studio so both songs and images would be related in character. 
Donwood eventually settled on the more. organic results of his work, 
since he though the album was “a sensual record .Insipired by NASA 
photographs, he created the album cover with an expermintal etching 
technique: ‘It's very colourful—I've finally embraced colour! It's 

a rainbow but it is very toxic, its more like the sort of one you d See in 


a puddle.” 


Reception= 





‘In Rainbows’ was relesed through a groundbreaking online system: 
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pay-what-you-want. This way, listeners could obtain the new album for 


any price at all, including 0. Although the system had been used before, 
it had never been employed in such a mainstream setting, since 
Radiohead was one of the most famous bands in the world at the time: it 
created considerable controversy and was soon a debated topic 
conerning the music industry and the traditional relationship between 
labels and musical acts. Even if “In Rainbows” hadn't been such a 
musically accomplished effort, the album would still have been a 
landmark in recent popular music history due to this release method. 
As for the music itself, Radiohead's seventh studio album is often hailed 
as one of the best in the band's discography, along with “Kid A" and "OK 
Computer . Listeners and reviewers alike generally found the album to 
be concise and strong from beginning to end; “In Rainbows’ has gone on 


to gain many accolades through the years. 


Metacritic 88/100 
AllMusic 4.5/5 
Entertainment Weekly A 
The Guardian 5/5 














NME 9/10 
Pitchfork 9.3/10 
Q 5/5 
Rolling Stone 4.5/5 
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Music= 





Thom Yorke labeled the 10 songs in the album as ‘seduction songs’. 
Indeed, Jn Rainbows’ moves away from the political thematic found in 
earlier albums, and instead focuses on more humanistic themes. In 

O Brien s words: They were universal. There wasnt a political agenda. 
It's being human.’ Yorke himself said that there's very little anger’ in 
the record, and adds: ‘It very much explores the ideas of transience. It 
starts in one place and ends somewhere completely different." The told 
The Guardian the album is ‘about the fucking panic of realising you're 
going to die! And that any time soon [I could| possibly [have] a heart 
attack when I next goforarun. Another explanation of the album asa 
whole by Thom Yorke: [the album is about] that anonymous fear thing, 
Sitting in traffic, thinking, I’m sure I'm supposed to be doing something 
else ... its similar to OK Computer in a way. It’s much more terrifying." 
When asked about the meaning behind the album's title, Yorke 
mysteriously replied: Because it was the desire to get somewhere that 
youre not. Musically, ‘In Rainbows could be described in various 
ways: colorful, layered, delicate, bright. It doesn't contain the 


expermientation present in other albums, and the electronica-inspired 
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elements present in other albums are more subtle in Radiohead's 
seventh studio effort. "In Rainbows’ could easily be considered amongst 
the band's most accesible albums, even when it is also one of their most 
intricate and deeply arranged. Traditional rock instrumentation, 


keyboards, programmed instruments and strings appear in the album. 





Binary Theory= 

If you have read this far, you have probably gotten the impression that 
Radiohead, despite its worlwide fame and critical and commercial 
Success, is a rather mysterious band. Its five members, deliberately 
private and silent, but also sarcastic and smart, have made music that 
often amazes for its enigmatic nature; Yorke s ambiguous lyrics (and 
vocals) are essential in creating these perceptions. Hence, Radiohead's 
work has always led to very extensive, wide and varied interpretations, 
some of which link a sole theme to a single album, or connect studio 
efforts between each other. Perhaps the most famous of these theories 
(together with the ‘clone theory of ‘Kid A) is what is popularly known 
as the Binary Theory, which connects ‘Jn Rainbows to “OK Computer’. 


The premise of this conspiracy is that "Jn Rainbows" compliments "OK 
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Computer perfectly, meaning that if the albums are combined, the 
transitions between songs flow deliberately fittingly. The main ‘clue’ 
behind this theory was Radiohead's use of the number 10: "Jn 
Rainbows’ was released 10 years after “OK Computer’, on the 10th day 
of the 10th month, and it was initially made available in 10 different 
servers. 10 days before the official release of the album, Radiohead sent 
messages containing the X sign, most likely a reference to the Roman 
numeral for 10. As if al of these wasn't enough, the title “In Rainbows’ is 
formed by 10 words. A further connection to “OK Computer’ is the 
working title for the band s 1997 work: Zeroes and Ones’. According to 
the binary theory, from which this fan theory got its name, 01 and 10 
are perfect complements for each other. Thus, both albums were linked 


on the following playlist: 


1. “Airbag” (OK Computer) 
2.°15 Step” (In Rainbows) 
3. “Paranoid Android” (OK Computer) 
4. “Bodysnatchers’ (In Rainbows) 
5. “Subterranean Homesick Alien’ (OK Computer) 
6. “Nude” (In Rainbows) 

7. “Exit Music (For A Film)” (OK Computer) 
8. “Weird Fishes/Arpeggi’ (In Rainbows) 
9. “Let Down” (OK Computer) 

10. “All | Need” (In Rainbows) 

11. “Karma Police’ (OK Computer) 
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12. “Fitter Happier’ (OK Computer) 
13. “Faust Arp” (In Rainbows) 
14. “Electioneering’ (OK Computer) 
15. “Reckoner” (In Rainbows) 
16. “Climbing Up The Walls” (OK Computer) 
17. “House Of Cards” (In Rainbows) 
18. “No Surprises” (OK Computer) 
19. “Jigsaw Falling Into Place” (In Rainbows) 
20. “Lucky: (OK Computer) 
21. “Videotape” (In Rainbows) 
22. “The Lourist (OK Computer) 


“Karma Police’ and ‘Fitter Happier’ separate the playlist into two 


eroups of ten tracks each. Of course, just how well these two albums 


compliment itself is entirely subjective, and there is no way to be 


completely sure of whether or not this was intentional. Radiohead has 


never commented on the theory, although.it does seem possible that 


this conspiracy, or secret message, was intentional, at least to some 


degree: the band has always proved to be Keen on obscure and hidden 


meaning inside their music. 
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00145 STEP 


Not much is known about the origin of the first song in the album, the 





upbeat and rhytmically challenging 15 Step’. Thom to Mojo: [15 Step" | 
was born out of amad rhythm experiment that we did last year. At first 
we thought, ‘How the fuck can we pull this off live?’ But then we were 
listening to ‘Fuck The Pain Away’ by Peaches a lot and that indirectly 
inspired us to turn it into something different. It's got a bass line like 
‘Alrbag and its in 5/4 time with this clapping groove throughout. | 
really like the lyrics. You used to be alright / What happened? / Et 
cetera et cetera / Friends,forever! 15 steps - then a sheer drop. Unused 
lyrics for “A Punch Up AtA Wedding , released in 2003, included the line 
“You used to be alright, what happened?’, but we can only speculate 
about their connection to 15 Step’ and to this song's situation at that 
time (if the song existed at all). By 2005, Radiohead was already working 
on the song, and considered it as one of the possible candidates for the 
album; thus, it was performed prominently in the band's short 2006 
tour. The recording released on Jn Rainbows’ is based on a live take 
done in early 2007, and it features a special guest: a cheering group of 


children from the Matrix Music School & Arts Centre in Oxford. The idea 
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of using these uplifirtng sounds in the second verse came from the 


disappointemtinting reults of using handclaps in the song. After the 
handclaps were deemed not good enough , Colin.and Nigel decided 


to visit the school and record the children. 


How come | end up where | started 

(x2) [low come | end up where | belong (or went wrong) 
Wont take my eyes off the ball again 

You reel me out then you cut the string 


You used to be alright 

What happened? 

Did the cat get your tongue 
Did your string come undone 
One by one 

One by one 

It comes to us all 

It's as soft as your pillow 


You used to be alright 
What happened? 
Etcetera etcetera 

Facts for whatever 
Fifteen steps 
Then a shear drop 


Altough the music of the trackis considerably bright and maybe even 
optimistic, 15 Step’ deals with mistakes and lifestyles; Yorke stated 
death is an important theme in the album, and this is clear from the 
first song given that one of the central themes of "15 Step" is death. 


This also concurs with O'Brien's description of the album as 
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‘universal and -human”. One of the most common interpretations of 
the song's title is as a reference to the distance between the narrator 
and the gallows pole: an obscure metaphor for impending fatality. 
Following this premise, the title might also be refering to the poetic 
concept of a dance of death: the name of the song is "15 Step’, not 
‘steps, which might have been done to connect the track to popular 
dances like the two step. The latter suggestion seems much moe 
pretentious and rather unlikely, but the gallows pole theory 
conerning the song is quite popular. The lines “Fifteen steps, then a 
Shear drop and you reel me out then you cut the string’ could be 
easily linked to this theory. But death doesn't seem to be the only 
theme in the lyrics (even when it is arguably the central one). From 
the first verse, the narrator seems to describe some kind of mistake 
that ended in an unstatisfying manner; most likely, this mistake was a 
bad decision by the narrator. Here we are presented with another 
major theme in the song: frustration. Most specifcally, frustration 
conerning decisions and an unhappy lifestyle. This theme can be 
linked to the other major topic in the song quite easily, although only 


if we consider death to be a long-term future event and not an 


715 
inmediate one, since the narrator states he is still living. Hence, the 


‘gallows’ interpretation doesn't seem fitting in this perspective, if 
taken literally. Needless to say, -15 Step’ is highly cryptic (no 
comments from the band also make any interpretation harder); 
although it seems sure that the track deals with important and heavy 
themes, albeit the exact message concerning these universal themes 
is left for open interpretation. 

‘15 Step’ is written in a highly syncopated 5/4, which leads the whole 
song troughout its nearly 4 minute duration; it is first introduced by a 


programmed electronic rhythm: 
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This energetic rhythm sets the pace for the track, as "15 Step’ isa 
dynamic song that remains vibrant and upbeat from beginning to end. 
After being played twice, Yorke joins the song and presents one of the 


melodies for the verse. 
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For 4 brief bars after the chorus, the guitar describes C#m (sudden 


minor subdominant, contrasting with the previous use of C#) and Cm 
as arpeggios, introducing the first appearance of chromatic notes in 
the song. Afterwards, the instrumental bridge between chorus and 
second verse returns to G#m, as Yorke sings a manipulated wail and 


Jonny subtly plays a guitar figure based on G#m and G#msus2: 
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There are two differences between the first verse and the second 
verse: first, the children from the Oxford music school (who cheer as 
Yorke takes a pause from singing) and, more importantly, Colin's first 
involvment in the song. The older Greenwood joins.the track with a 
fast and melodic idea that starts on G# and ends on the same note, 
only an octave lower; thus, the bassist reinforces the tonality of the 
track, but his melodic ideas have a rhytmic character akin to the 
acoustic/electornic percussion and also reinforce the track's 
syncopated overall nature. Instead of a second chorus, the song moves 


to a spacy instrumental bridge that uses the progression G#m-C#m- 


D#m as O'Brien manipulates guitar chords through a Boss SP-303 Dr. 
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Sample. The use of chromatic C#m remains as bass, acoustic drums 
and vocals return to the song and Yorke performs the first melody of 
the song. Once the singer finishes (and switches from singing to 
energetic panting), Cm appears again in the harmony and alternates 
with C#m for brief bars. The rather sudden ending of the track is 
somehwat harmonically unsettling and undecisive, since it doesn't 
resolve to home key G#m. 

"15 Step” has remained as a regular in Radiohead's live shows since 
2008, altough it is far from being the most performed song on "Jn 
Rainbows’. Itis hard to determine the exact personnel in the track 
since it seems very possible that either Selway, Jonny, Godrich or 


Yorke programmed the electronic drums in the track. 
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By far the heaviest song on ‘In Rainbows , Bodysnatchers’ is also 
amongst the most agressive and energetic tracks in the band's 
discography. It was released as a double single, along with “House of 
Cards’. The version released in the album is a live take (with possible 
minor latter overdubs) the band recorded at Tottenham House in the 
fall of 2006; this take, succesfully captured while the band was ona 
State of hyperactive mania Was unanimously considered as worthy 
enough to be included in the album by every band member. To the 
usually perfectionist Radiohead this was a rare and singular case; 
but it doesn;t seem partiucularly suprising given that 
“Bodysnatchers is a reputed live favorite. Talking to Mojo shortly 
after the album's release, Thom stated the song ‘it's a little bit like 
Neu! meets dodgy hippy rock. It sounds like that new Australian 
band Wolfmother’ He then added: ‘|... I really like them actually. 
They re totally unashamed about what they re doing. They just don't 
give a fuck - and I really love that." There were also two main lyrical 


inspirations in the creation of “Bodysnatchers': Ira Levin's 1972 
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novel ‘The Stepford Wives’ and Victorian ghost stories, which are 


easily connected to the song's title. 


| do not 
Understand 
What it is 

I've done wrong 
Full of holes 
Check for pulse 
Blink your eyes 
One for yes 
Two for no 


| have no tdea what | am talking about 
lm trapped in this body and can't get out 


Make a sound 
Move back home 
Pale imitation 
With the edges 
Sawn off 


| have no idea what you are talking about 
['m trapped in this body and can't get out 


Has the light gone out for you? 
‘Cause the light's gone for me 

It is the 21st century 

It is the 21st century 

You can fight it like a dog 

And they brought me to my knees 
They got scared and they put me in 
They got scared and they put me in 
All the lies run around my face 

All the lies run around my face 

And for anyone else to see 

And for anyone else to see 


721 I'm alive 


I've seen it coming (x4) 


Apart from these previous elements, Yorke has said that the feeling 
of “your physical consciousness trapped without being able to 
connect fully with anything else’ was also of influence in the song. 
There are some variations in the transcription of the lyrics (Yorke 
ennunicates particularly unclearly in this song); the second verse of 
the first section has also been identified like this: You killed the 
sound/Removed backbone/A pale imitation/With the edges sawn 
off/ I've no idea what you are talking about/Your mouth moves 
only with someone's hand up your ass. Meanwhile, "I'm alive" has 
also been heard as Imalie , which seems ironic given that their 
meanings are arguably opposite: The main theme of the song could 
be identified as as that of a lack of identity; but even more specific, 
would be the concept of stolen (snatched) identity. This 
interpretation would fit in with the plot of obeying wives from "The 
Stepford Wives’ but taken more literally it could be connected to 
Yorke's explanation of a trapped consciousness unable to connect. 


The first verses describe the overall feeling of being ‘trapped’ ina 


[Ue 


body, but the second section seems to describe something more 
sepcific: there are some possible social themes in the allusions to the 
21st century and to metaphorical lights going out; if Yorke sings “im 
alive’, then the final message of the song could be considered rather 
uplifting, maybe even somewhat rebellious. But if the singer is saying 
‘lm a lie", then he would probably be reinforcing the lack of identity 
expressed earlier in the song and ending the track on a sour 
pessimistic note. Of course, even with all of these in mind, it's very 
difficult to identify an specific meaning in the lyrics: is Yorke making 
an allegorical social commentary about loss of identity? The second 
Section seems to suggest this; but then again, the song was strongly 
influenced by the literal idea of consciousness trapped in a phyisical 
body, and its lyrics might be a mere allusion to this metaphyisical 
comment. Either way, the concept of losing identity is present on both 
interpretations. 

Thom to NME in 2007: ‘I felt genuinely out of it when we did that. 
The vocal is one take and we didnt do anything to it afterwards. We 
tidied up my guitar because I was so out of it, my guitar playing was 


rubbish. My best vocals are always the ones that happen there and 
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Thus, the three guitars create a chaotic counterpoint between them 
and Yorke's garbled vocals, which move diatonically and on a rather 
high register. Through most of its duration, the guitars in 
“Bodysnatchers create alternate, albeit subtle, melodies to Yorke's 
main vocal line. After the refrain, the song briefly changes to Bb; 
however, D is maintained as the bass note in the track, so the overall 
tonality of the section isn't disrupted. In this brief bridge between 
verse 1 and 2 of this section O'Brien starts playing an E-Bow, which 
will reappear during most of the song. After yeat another repetition of 
this basic structure, section 2 begins and modulates the track to Dm. 
While Thom sings a paricularly high register melody and O'Brien 
presents a soothing E-Bow melody, Selway changes from quavers to 
quarter notes and an acoustic guitar introduces the chord progression 
Gm7-Dm-Fmaj7/C-Gm7 (iv-i-IIl-iv). But this contrasting new section 
can only be described as calm for a short time, since the initially 
frenetic pace of the song quickly returns after some bars. A short 
bridge (F-Gm-Ebmaj7-F-Gm-Ebmaj7-Ab-G) leads the song into a 
build-up based on a new guitar riff, entirely reminiscent of the first 


guitar figures that appeared earlier in the song. 


fifa, 


The song ends with an allusion to its 
beginning: the ascending motif, prominent 
in the first section, now returns ona 
monotnous D-based guitar riff 




















While Yorke mumbles a chromatic figure, Selway plays quavers on the 
rims of the kit; this short bridge is much more quiet than its preceeding 
passages, but only serves to build up the tension through an unstable 
harmony. While the guitar riff indicates a D-based tonal center, both 
Jonny and Ed move ambiguously around D and E. The outro of the song 
is quite frenetic, and sounds deliberately chaotic; in fact the last minute 
or so of the song has arguably served to create momentum. The 
explosive ending of the song, its climax, ambiguously reinforces the 
overall D tonality of the song, But the main element of "Bodysnatchers" 
doesn t seem to be its harmony, as essential as it is in creating its 
unstable character; rather, the key element of the song lies in its 
ageressive nature, accentuated by various, and rushed, frenetic 


sections. Radiohead had not created such a purely Rock’ song in years. 
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By the time Jn Rainbows was released in 2007, Nude was already a 





well-known song amongst Radiohead fans: first played live in 1998, 
the track had become one of the band’s most famous unreleased songs. 
Like it often happens to the band; the chord progression, melody, 
structure and lyrics of the track remained arguably similar through 
those years, with the biggest problem being its arrangement. 
Originally known as Big Ideas’, or as (Don't Get Any) Big Ideas’, the 
song was written in 1997 for “OK Computer . Nigel Godrich: "Thom 
had just written it and it was almost a different song to the version 

on Jn Rainbows’. It's recognisable, but it had different lyrics and it was 
a lot straighter. The idea was for it to be like an Al Green track. It hada 
Hammond going through it on.the version we recorded that weekend. 
They liked it, it was deemed a great success. But then for some reason 
everyone went off it.. Nevertheless, it was performed on the "OK 
Computer tour, first as an acoustic number, and then as a full band 
arrangement; appearently, the name ‘Big Ideas" came as a fan 


suggestion. Yorke, in typical sarcastic fashion, jokingly called the song 


el 


“Your Home Is At Risk If You Do Not Keep Up Repayments” around 
1998. According to Godrich, Radiohead subsequetly attempted 
recording the song ’|...| probably about three times for “Kid A’ and 
another three times for “Hail To The Thief’. But somehow it had gone.” 
Meanwhile, Yorke explained the problem with the track was its 
arrangement: Well, there are a number of bands we could give it to- 
for them to play it. | mean. Like, I would literally get down on my 
hands and knees and beg Elvis Costello & the Attractions to do it. 
Because | know they d play it much better than us. But I don't have the 
guts to ask them. As the band began work on Jn Rainbows’, the final 
version of ‘Nude was already in development. This sudden and 
Satisfying new arrangement was thanks to Colin Greenwood. Godrich: 
‘He'd written his new bassline, which transformed it from something 
very straight into something that had much more of a rhythmic flow. 
The chorus had been taken out - very Radiohead! - and there was this 
new vocal break and this new end section. It sounded like they were 
somehow terrified playing it, but it sounded OK. We recorded it three 
times and the final one - which we did in their house and then 


overdubbed in Covent Garden - is what you hear today. And the band 
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seemed quite happy with the new version of ‘Nude’, since they 
released it as the second single off the album. But apart from happy, 
the band members also seemed relieved: Thom will come and play a 
song like Nude to you and obviously its good. You want to record it. 
But its been hanging around for 10 years and you find yourself 
thinking, ‘Why havent we recorded a good enough version of this 
song? The relief now is that it's done and we didnt mess it up-it's 
worth it all.” (jonny). Meanwhile, Godrich: “Songs have a kind of 
window where they are really most alive = and you have to capture 
it. "Nude" missed its window, and it.took a lot of reinvention to bring 
it back to the place where we could capture it again in a way that 
resonated for the people playing it. It was essentially the same song; 
nothing had really changed. What has changed are the people playing 
it." 
Don't get any big ideas 
They're not gonna happen 
You paint yourself white 
And fill up with noise 
There'll be something missing 
And now that you found it 
It's gone 


Now you feel it you don't 
You've gone off the rails 
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So don't get any big ideas 
They're not gonna happen 
You'll go to Hell 
For what your 
Dirty mind is thinking 


In 1998, Thom introduced the song as being about “believing you re 
actually wonderful when you know its not true. Although its music 
might not make it so obvious, Nude’ is a rather pessimistic song 
about how people tend to fool themselves into believing lies, if only 
beacuse it makes them feel better. Hence, Yorke refers to these ‘big 
ideas (material possessions, relationships, goals), but clarifies that 
“they re not gonna happen . People tend to set goals for themselves 
and always strive to achieve them, as if they need to in order to be 
happy; an important point in this interpretation is the concept of 
perpetual unhappiness, very prominent in human behaviour: people 
will always find something to work towards to, only to move on toa 
new objective as soon as the need is satisfied ( Now that you ve found 
it, it's gone. Now that you feel it, you dont ). The line “You'll go to hell 
for what your dirty mind is thinking’ is harder to analyse under this 
perspective; indeed, one of the major interpretations of “Nude” links 


the song with sex, and this final line is essential in creating this 
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perception. If we intepret the song to be about sexual desire, then 
most lyrics would fit in nicely. They would also point towards an 
overall equal thematic as in the previous intepretation: dissatisfaction 
and unhappiness; even when one comes from life objectives and the 
other has its origin on carnal relationships (or the lack of), the basic 
feeling expressed in the song remains the same. This double 
interpretation can also be seen in the title: while ‘nude’ can be taken 
as an obvious reference and connection to the sexual interpretation of 
the track, it can also be meant as an allusion to the state of people 
when they follow their objectives: Ina metaphorical sense, people are 
pure and natural, trying to achieve what they feel is right and chasing 
basic feelings like happiness and self-worth. Ironically, these 
pessimistic interpretations are part of a song that the listener can only 
describe as deeply calm and delicate. Essential in creating the song's 
overall mood is Yorke s soothing voice: throughout, he presents some 
of his most tightly controlled vocals, mostly as falsetto singing, and 
with a range that spans more than an octave, from E4 to B5. "Ten 
years ago, when we first had the song, I didn't enjoy singing it because 


it was too feminine, too high. It made me feel uncomfortable. Now I 
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enjoy it exactly for that reason - because it is a bit uncomfortable, a bit 
out of my range, and it's really difficult to do. And it brings something 
outin me. The song is primarily built around bass guitar and Selway's 
calm playing, which tends to play the rim of the kit; the rhythm section 
outlines the 6/8 time signature of the song in a swing semi-quavers 
character, which is present throughout its entirety. But the first 
elements heard in the song are vocal wailings and what we can only 
assume to be a synthesizer, or maybe Jonny s ondes Martenot. This 14- 
second ominous passage instantly leads into the song's proper 
introduction. Interestingly, in this brief introduction Radiohead has 
placed a musical palindrome: the melancholic vocals, string section, 
Synthesizer and sound effects of the song's ending have been reversed 


in its beginning: 


Original, ending: 
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This is a simplification of the palindrome, since it only shows the main 
vocal line; the colorful passage actually includes another vocal track, a 
synthesizer, strings, and quite possibly O Brien s E-Bow (maybe even 
Jonny s ondes Martenot). But this original beginning only employs the 
passages in the outro based on G#m and A, and quickly moves to the 
song s verse. When Godrich said Colin “transformed’ the song through a 
bass line, it was certainly a reference to the subtle playing in the verses: 
despite being rather discreet and quiet, it leads the whole song from 
verse to outro. Colin, backed by calm drumming, describes the song's 
harmony by indicating the progression G#m-G#-A-E-C#m-B (111-IV-I- 
vii-V); however, the bass plays only tonics separated by an octave. 
Shortly after a few bars of G#m, Yorke begins singing. The ondes 
Martenot (or perhaps O'Brien's E-bow) also joins with C#m to create a 


soothing ambience. 


Git Po _ ft a= Be 


Dont get an-y___ big i -  deas, they're 


Git 6 dd a 


hap-pen. 
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_-—, The melody begins on E and descends to G#; 
a similar idea starting on tonic G# ends ona 
low E (the lowest note sung in the track). An 
idea with a brief chromatic G natural ends on 
E as the harmony changes to its major triad, 
and then to E, mediant of C#m 
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Yorke is silent as the harmony moves to dominant B and then to the 
beginning of the progression, to its relative minor G#m. A clean guitar 
joins the song with arpeggios and accentuates the song's use of major 
triad G# in order to build tension, later dissipated with subdominant 
A (given that neither the bass nor the vocals specifiy whether the 
chord is major or minor, itis up to the guitar to describe this aspect of 
the harmony to the listener). The structure of “Nude’ is rather 
untraditional, and what follows could be considered a chorus, but 
also a verse or maybe even a bridge. Based on G#m and A, it is played 
only once in the whole song, and also introduces an acoustic guitar 
playing chords (an aspect of the intrumentation of the song which has 
never been reproduced live); as Yorke finishes singing, the harmony 
moves to C#m and finifhes on A; after a sudden bar of silence, the 
song returns to its original chord progression, now dramatically 
backed by strings and sound effects. After this third verse (or second 
chorus), a climatic bridge, based on the same harmonic progression, 
leads the song to the outro. The drums use the snare for the first time 


in the song, and homophonic backing vocals join the dramatic build- 


up. 
































































































































gee SS SOS 


mind is think ~—- : - ing. 





The bridge includes what is probably one of YorKe's most famous vocal 
passages. As the bridge starts to build the tension through G#, Yorke, who had 
previously avoided the chromatic nature of its mediant , now accentuates that 
very C natural (written as B# due to musical grammar). The vocals slowly 
start to ascend in register: an ascending scale is described from C to G#, which 
Yorke maintains for little more than a bar, and then descends through a scale 
to D#. As Yorke reaches G# the rest of the band stops playing and the singer is 
left singing alone; this is amongst Radiohead's most beloved vocal moments. 


Still by himself, Thom introduces the palindrome melody and is then 
joined by the rest of the band; based on G#m and A, the outro is 
considerably more upbeat and energetic than the rest of the song. It 
soon becomes calm again and changes to the chords Am and E. The use 
of a chromatic minor subdominant that leads into to the home key, 
knows a.minor plagal cadence, is very common in songwriting and 
composition, and its chromatic implications only end up reinforcing 
the E (or C#m) tonality of the song. The final passage of the song 
presents a sudden major submediant, C that builds up the tension one 
final time through chromatic movement; Yorke soothingly describes an 
ascending diatonic scale from D natural to B5, the highest note in the 


song and dominant of home key E, which the song finishes on. "Nude" 
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has multiple chromatic elements, but these are always resolved in its 
harmony. Indeed, the harmonic devices employed in the track are quite 
common and arguably traditional: they are not commonly found in 
Radiohead's usual songwriting, which often moves chromatically, but 
tends to have an ambiguous resolution, if one at all, and also an 
ambiguous tonality. 

While "Nude" has never reached the number of live performances it 
had in 2008, it has been present in every Radiohead tour since its 


release in 2007. 





C. Greenwood= Bass 
Ed O'Brien= Guitar 
P. Selway= Drums 





Millenia Ensemble= Strings 
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0 WEIRD FISHES/ARPEGGI 





‘Weird Fishes/Arpeggi , originally known just as Arpeggi', was first 
presented to the public in 2004 by Thom and Jonny, who performed 
the song with an orchestra at Ether Festival, London. Its origin and 
inspiration are somewhat of a mystery given that the band has never 
talked very much about the track. The basic elements of the ominous 
track were ready by 2006, maybe earlier, but the structure and lyrics 
changed slightly before it was recorded in the studio. Ed: "|" Weird 
Fishes’ is| obviously epic in scope... Every time we tried to do it, and 
fought against it being big, it didn't work. The problem is that you've 
got to convince people that big doesn t mean stadium... but epic is 
also about beauty, like a majestic view, and what we did on this 


record was to allow the songs to be epic when they have to be.” 


In the deepest ocean 
The bottom of the sea 
Your eyes 

They turn me 

Why should | stay here? 
Why should | stay? 


I'd be crazy not to follow 
Follow where you lead 
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Your eyes 
They turn me 


Turn me on to phantoms 

| follow to the edge of the earth 
And fall off 

Everybody leaves 

lf they get the chance 

And this is my chance 


| get eaten by the worms 
Weird fishes 

Get towed by the worms 
Weird fishes (x3) 


Il hit the bottom 
(x2) Hit the bottom and escape 
Escape 


Like many songs on Radiohead s seventh album, “Weird Fishes’ deals 
with universal and human themes. It is very easy to interpret the 
lyrics as being about a romantic relationship in which one half gives 
the other hope for the future. The narrator finds himself in an 
unfortunate state of mind (In the deepest ocean, the bottom of the 
sea ), but states that someone's eyes ‘turn’ him and make him feel 
like getting out of the metaphorical hole they are in ("Why should I 
stay here? ). From here, the song gets considerably more uplifting: 
the narrator now expresses his desire to follow where you lead’, 


and even describes the hyperbolic wish to ‘follow to the edge of the 
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Earth’. As the lyrics in the first section become more hopeful, the 
music mirrors the feelings and goes in crescendo (becomes more 
“epic , as O'Brien describes it). But the positive mood achieved in the 
first verses is suddenly erased in the bridge that follows the song's 
first section: the narrator suddenly finds himself in the bottom of the 
Sea again, eaten by the worms and weird fishes (both of which are 
naturally found in deep underwater). The outro of the track might 
seem uplifitng, but is actually rather ambiguous; for while the 
narrator has escaped from the bottom once again, there is no 
assurance that he will not come back just like he did before. This 
represents another of the major themes in the song: a cycle, or a loop 
of actions and effects that always end on the same unfortunate 
Situation. However, it is noteworthy to point out the narrator's 
actions after reching the bottom once again: he seems to be escaping 
by himself instead of waiting for someones ‘eyes’ to insipre him to 
leave. Once again, the song's overall message is almost completely 
ambiguous, and might be labeled as either uplifting or depressing. 
Seduction, hope, monotony and realization all fit into this 


interpretation of the track, which quite possibly goes beyond a mere 
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romantic relationship, although might also be interpreted in this 
way. As I have already mentioned, the music mirrors the lyrics. 
‘Weird Fishes/Arpeggi consists of three main sections, which could 
be divided as two verses, a bridge and an outro; these three sections 
arguably move according to the lyrics: the first section.is haunting, 
yet also hopeful, while the bridge is considerably less enthusiastic 
and reflexive. The final section, meanwhile, becomes more agressive 


and energetic, almost defiant. 


The song starts with a driving drumbeat by Selway: 


Throughout the whole time that the drums are present in the song (all 














of it except for section 2), Selway marks the 4/4 signature of the song 
quite clearly and swiftly. On top of this relentless rhythm, guitars, 
vocals and bass create a strong texture that gets louder and more 
energetic as the song progresses. The track, written in D major, moves 
diatonically, but in peculiar positions and inversions, Radiohead also 
foucuses on rhytm and texture in order to build the song and keep the 


listener interested (similar to what the band did in "Let Down’). 
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While the bass and drums provide a steady backbone, Jonny, Ed and 
arpeggios. While the chord progression is simple and chromatically 
undisrupted, it lacks the stability of home key D; hence, the harmony 
in the first section sounds rather unfinished. The three guitar players 
slowly create a complicated counterpoint texture, in which chords are 
never played in root position, or as full triads or tetrads. Instead, each 
suitar adds a new layer to the harmony, developing it further each 
time. Thus, over a basic progression based on just those four scale 


degrees, the guitars describe Em7, F#m7, A7, A6, Gmaj7 and Em9 





Guitar 1 






































Guitar 2 








This example takes place in the beginning of the song, so the interplay 
between different guitars is easier to identify. The rhytmic and harmonic 
implications of each element, however, get more complicated as more 
elements slowly start to be introduced in the track. 


Meanwhile, Yorke's spacy and heartfelt vocals add yet another 


melody to the song: 
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In the deep - = est oc - ean, the 
é Ay iz = = ca = - These high vocals also move diatonically. Interestingly, 
- - - they tend to accentuate the tonic of home key D major, a 


chord that never appears in the first section 
Yorke dramatically varies the melody as the track progresses, often 
singing the notes higher and more sustained. The first section also 
includes O'Brien on backing vocals, maintaing high intervals of a minor 
second: F# to E and G to F#. As the climatic first section ends (after 3 
minutes), it is replaced by a much calmer second section, backed by 
keyboards, guitar and bass. It follows the progression A/C#-Bm also 
played as arpeggios, which would be identified as being a basic V-ii scale 
degree movement if we consider the song to be written on D major. 
However, the home key continues to be unassured; instead, the 
possiblity that the song is written in B minor, relative minor of D, begins 
to appear logical. This notion will be further reassured when the third 
section of the song begins. This way, even when the home key was not 
present in the first section, it is essential in the latter two. Arguably, this 
sudden change mirrors the ambiguous lyrics: while the fate of the 
narrator seems uplifiting in the first section, the harmony points to a D 


major resolve; but as it becomes clear that the narrator's fate is back in 
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the bottom of the sea, the harmonic character of the song now points to 
B minor. The harmony briefly moves to G before settling on the final 
section of the song. Backed by a very similar drumbeat to the one found 
in the beginning of the song, the chord progression Bm-C-Bm-A-G is 
introduced by ominous ambient vocals and guitar effects. The final 
section of the song resembles the first. in character and style: the bass 
describes a melodic figure, a guitar plays arpeggios (which leave a 
harmonically ambiguous F# pedal) and Jonny adds an spiralling Delay- 
based guitar figure; through all of these elements, the final section 
conveys a suggestive feeling of escape. The song s tonality might be 
considered Bm or D: in the first case, the home key evenutally appears in 
the second section of the song and stays until the end of the track 
(indeed, “Weird Fishes finished on Bm); however, if we consider the 
unlikely possiblity that the track is written on D, then the home key, 
along with its stability, never braces the song. 

“Weird Fishes’ is a very popular track amongst fans and band alike, 
probably for its overall emotional power and climatic nature. It has 


remained a regular in Radiohead live shows since its release in 2007. 
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Ed O'Brien= Guitar, backing vocals 


P. Selway= Drums 














0 ALL | NEED 


‘AIL I Need” was first performed live in 2006, although the final lyrics 





had yet to be decided. The band created the studio version of the 
song by combining different versions and arrangements of the song; 
as Thom told NME shortly after the album's release: "We 
deliberately did this thing to get a series of disembodiment when we 
were assembling tracks. So the vocal may be from one version or the 
drums may be from another. If there was something that you were 
particularly fond of you Kept it from that take and forced it on the 
other version. For instance All I Need’ was the outcome of four 
different versions of it. It was all the best bits together.” Another 
well-known aspect of the recording of “All | Need’ was Jonny's string 


arrangement, played by the Millenia Enbsemble, and reminiscent of 
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his earlier experimental arrangement in Climbing Up The Walls’ ten 
years before. Jonny told the New York Times he wanted to recreate the 
white noise of a band playing loudly in a room (all this chaos kicks 
up ) and add it to the track. He eventually settled on obtaining this 
“Chaos through strings, including his own overdubbed Viola playing. 
Interetingly, this marks the first time in Radiohead history in which 
Jonny plays this instrument, which he learned to play before the guitar, 
for a band arrangement. Concerning its lyrics, Yorke hasn't been 
particularly outspoken behind their meaning or inspiration; in 2007 
NME asked the singer if the track was about obsession, to which Thom 
replied: Thats why its called ‘In Rainbows. That obsession thing, 
thinking beyond where you are at the time. It's a phrase I had fora 
while, it Kept coming up in my notebooks. And I don't know why, 
because it s kind of naff. But it seemed to work-it's one of those weird 
things. It stuck and I don t know why. Instead of directly answering 
the question, Yorke replies that the album itself (or at least an 
important part of it) is about obsession; but the answer also leaves 
little doubt about Thom’'s own view of the song (and possibly about a 


general thematic and character which links the album as a whole) 
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I'm the next act 
(Verse 1) Waiting in the wings 
I'm an animal 
Trapped in your parked car 
| am holidays 
That you choose to ignore 


You are all | need 
You are all | need 
I'm in the middle of your picture 
Lying in the leaves 


(Chorus) 


lama moth 

Who just wants to share your light 

(Verse 2) I'm just an insect 
Trying to get out of the night 


| only stick with you 
Because there are no others 


(Chorus) 


It's all wrong 
(Outro) It's all right (x2) 


While at first glance All l Need’ might seem like one of the most 
direct love song Thom Yorkehas ever sung, but a closer analysis of 
its lyrics reveal a much darker undertone. While the chorus clearly 
presents a seemingly basic and even cheerful statement, the verses 
express far more desperate feelings: the narrator doesn't seem to be 


in a very positive state of mind, and his self-value appears to be low. 
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So this makes the listener wonder just what type of love song is “All J 
Need’, and what kind of ‘need is the title refering to. It is quite clear 
that the lyrics arent alluding to a romantic relationship, but rather to 
an obsessive attraction from one person to another. Quite possibly, 
although not exclusively, of unrequited love. Thus, the song might 
seem cheerful and moving, but it is actually quite unsettling and 
dangerous if interpreted like this: the chorus is far from being a 
romantic decalaration of love, but is actually a representation ofa 
literal need connected to obsession and, maybe, even to mental illness. 
In the outro the narrator seems disoriented, unable to decide between 
right and wrong, a possible allusion between his obsession and desire 
and the morality of his act. The exact relationship between the 
narrator and his/her recipient is never specified; typical of Yorke, 
there many aspects of the lyrics in the song left deliberately ambiguous 
and unexplained. 

“All I Need’ sounds considerably dramatic and melancholic: much like 
the previous track on the album, Weird Fishes’, All I Need” moves 
diatonically and focuses on creating a strong and persistent tense 


ambience, eventually released in the song's ending. The roles of each 
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I'm an an - i-mal trapped___ in your hot 
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Yorke's melodies accentuate G: both start on G and the first ends on G. 
This is the first real indication of the prominent double-tonic complex 
present in the song (which can also be applied to “Nude ). It is easy to 
identify the track as being in either Em or in its relative major G; both 
chords are present throughout the song, and in both cases.C (submediant 
of Em, subdominant of G) is essential in creating the song's dramatic 
character. The exact tonality of the track is somehwat irrelevant given 
that neither G nor Em are singled out in the harmony of the song; 
whenever the tonic of neither chord is reached, it is almost instantly 
replaced by C. Indeed, All I Need’ finishes on C and sounds harmonically 
unfinished. However, this tonal unstability is also central to the song's 
character. The chorus is based on Em and C (and also includes a very 
subtle keyboard melody/accompaniament by Jonny) and continues with 
the ambiguous harmonic movement previously established in the verse. 


ae fies a: Se 


You are all IW need,— - youreall.. [UW need. 









































The melody moves according to the chords, accentuating B, C, A, and G; thus, 
it briefly moves away from the previous harmonic ambiguity of the verse 


I'm in the mid-dle ofyour pic - ture, ly-ing in the reeds. 
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Verse 2 introduces Jonny's strings and a glockenspiel that follows the 
rhythmic pattern of the bass, but plays different notes. After another 
chorus the song briefly creates tension through an in crescendo 
instrumental bridge, in which a new insturment, the piano, has a 
prominent role. This section maintains Cmaj713add#11 and then 


finishes on a climax backed by the same harmonic ambiguity of C, G, 


Em; Yorke sings: 
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Thom reaches G and descends to C. This 
brief movement arguably confirms G 
major as home key of the song. 


























As Phil changes to cymbals, spiraling ambient melodies appear in the 
song and Ali I Need’ ends in one of the most climatic moments in the 
whole album (and in Radiohead s discography). The song ends ona 
Cmaj713add#11, implicating the harmony of the song is left unfinished 
and unresolved. 

The middle song on “Jn Rainbows” has been performed on every tour 
since the album's release, although it is far from being one of the band's 


most performed tracks. 
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Ed 
P. Selway= Drums 
Millenia Ensemble= Strings 









0? FAUST ARP 





The shortest track in Radiohead's seventh album is the stream-of- 
consciousness Faust Arp , which is based on acoustic guitars, 
pseudo-rapping and yet another Jonny Greenwood string 
arrangement. It is possible that the basic idea for the song was 
already around in the late sessions for “Kid A” and Amnesiac’; either 
way, by 2005 the band was already working on ‘Faust Arp”. There are 
many interpretations of the word faust in the title. The most obvious 
and popular is as a reference to the legend of Johann Georg Faust that 
originated in the 16th century, and has spawned many adaptations by 
various artists through centuries, the most famous of which is 


Goethe's 1808 play Faust. But Yorke has commented on this 


fs ih 


interpretation: ‘I vaguely know the story of Faust. But that would 
involve me having remembered it in some detail or picked it off the 
shelf. Which I didn't. But yes, hmm, Goethe's Faust. 1m going to have to 
look that one up, actually, cause that sounds suitably pretentious. We 
live in Oxford, after all." Hence, the singer refers to the title being a 
reference to the legend of Faust and to its most famous adaption, the 
one by Goethe; but in a typically ambiguous manner, Yorke only links 
the song to the play as a pretentious joke. Indeed, the use of ‘Faust’ in 
the song's title has also been interpreted.as a reference to the Krautrock 
band Faust, and most precisely (although this is strictly by pure 
speculation) to their 1973 song Lauft...Heisst Das Es Laduft Oder Es 
Kommt Bald...Lauft , which employs guitar arpeggios similar to those in 
“Faust Arp’; thus, the ‘Arp in the title can also be a reference to the 
word arpeggio . Concerning the composition of the lyrics, Yorke told 
Mojo in 2008: “The more you absorb yourself in the present tense, the 
more likely that what you write will be good. Especially in this f--king 
town, where everybody s sitting in front of their desks for far too long, 
endlessly sweating over words that don't ever get heard. People are 


obsessive in this city and work becomes an end in itself. The polar 
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opposite of that is Michael Stipe, who absorbs himself in other people 
and the life around him, and that’s where he gets his ideas. I'm not like 
that, but Il absolutely understand why he does it. Neil Young claims he 
writes lyrics and doesn't go back to them. If he does, he says, the 
worse they become. But that's scary. | mean, Faust Arp is the exact 
opposite of that, pages and pages and pages and pages and pages and 


pages until eventually, the good ones stick." 


Wakey wakey 

Rise and shine 

It's on again, off again, on again 
Watch me fall 

Like domino's 

In pretty patterns 

Fingers in the blackbird pie 

I'm tingling tingling tingling 

It's what you feel now 

What you ought to, what you ought to 
Reasonable and sensible 

Dead from the neck up 

Because |'m stuffed, stuffed, stuffed 
We thought you had it in you 

But no, no, no 

For no real reason 


squeeze the tubes and empty bottles 
Take a bow take a bow take a bow 
It's what you feel now 

What you ought to 

What you ought to 

An elephant thats in the room is 


Iss 


Tumbling tumbling tumbling 

In duplicate and duplicate 

Plastic bags and 

Duplicate and triplicate 

Dead from the neck up 

Guess.|'m stuffed, stuffed, stuffed 

We thought you had it in you ,but no, no, no 
Exactly where do you get off 

Is enough is enough is enough 

| love you but enough is enough, enough 
A last stop 

There's no real reason 


You ve got a head full of feathers (You'll Go To Hell For Our Fathers”) 
you got melted to butter 


Much like it happens in “A Wolf At The Door’, the lyrics of “Faust Arp” 
are mostly recited and stream-of-consciousness; hence, they are quite 
ambiguous and probably have very personal connotations that only 
Yorke can fully understand (logically, this can be applied to any of his 
lyrics, bit it is particularly noteworthy in the technique of stream-of- 
consciousness). While we have already seen the possible meanings of 
the word ‘faust’ in the title, the use of ‘arp’ could refer to an ARP 
synthesizer, or to the french sculptor Jean/Hans Arp (1886-1966). Just 
like it happens with the many possible intepretations and allusions in 
the title, the identified themes in these lyrics also vary widely, and deal 


with very different subjects: the monotony of daily life, religion, 
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Nihilism or a troubled relationship have all been identified in these 
lyrics. It also seems safe to speculate about the possiblity of the 
song s meaning being a combination of many of these themes; but 
with Thom Yorke, the listener can never be completely sure of the 
influence, inspiration and connotations included in his words. 
[ have already mentioned that the instrumentation in “Faust Arp’ is 
considerably limited, as it employs only guitars and strings; these 
instruments merely serve as a backing for Yorke's monotonous 
reciting. “Faust Arp starts on the key of Bm, but this tonality is 
constantly disrupted throughout the song; this is clear from the 
beggining of the chord progression in the song: Bm-Bm/A-Bm/G- 
B/F#. Even when the harmony has not changed from being B- 
centered, the original minor tonality has already been contrasted 
with its parallel major (after a descending bass line that reaches 
dominant F#). The rest of the song also follows similarly sudden 
modulations, passing through Bb/F and eventually G, which the song 
finishes on. Witht the exception of the song's outro, in which the 
singer uses his trademark falsetto, the rest of the track presents a 


particularly low-singing Yorke; indeed, the monotonous vocals are 


SS 


contrasted with the impatient and constant harmonic changes, and 
with a melodic string arrangement by Jonny that accentuates the 
modal mixture in the track quite strongly. Radiohead also employs the 
rhythm of the song to increase the unsettling nature of the track: the 
verses tend to change from 2/2 to 3/4 in a few bars, and emphazise 
the sudden chromatic movement in the harmony. 

‘Faust Arp‘ has not been played live since 2010, but Radiohead 
performed the track widely. in 2008 and a handful of times in the years 
in between. In some of these performances Yorke notoriously forgot 


the lyrics to the track and had to stop the performance. 








00 RECKONER 


The first time Radiohead ever performed a song with the name 
“Reckoner was ata show in 2001; Yorke went on to perform this song 
as a Solo number, but eventually claimed the composition was ‘dead and 


buried’. The song originally known as ‘Reckoner’ became the 2009 
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Yorke solo single "Feeling Pulled Apart By Horses’, which the band had 
attempted to record for In Rainbows’, an idea that didn't garner any 
Satisfying results. However, during these recording sessions the band 
created a new outro for the track, and the band decided to work on 
this new section and discard the rest of the track; this is how the song 
that eventually came to be known as "Reckoner , released as the 
Seventh song from ‘/n Rainbows’ and the album's fourth single, was 
born. In an interiew with Mojo, Jonny commented on the long time it 
took the band to record what went on to become one of the album's 
most celebrated tracks: “Well, we spent more time on it than we 
Should have done and you go a bit mental after a while. You listen to 
something like Reckoner and think, maybe this is just a bad break 
beat. Now I can hear whats good about it. People around us were 
telling us it was really good, but what do they know? What do we 
know? |...| It was when we recorded Reckoner that we felt we'd first 
sot something special on tape. Meanhwile, O'Brien, interviewed by 
XFM in 2008: "|...| it was one of the songs that really, truly evolved in 
the studio. It hadn't been road tested. [...] for us probably it's one of 


the most exciting tracks on the record because we didn't really have a 
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vision for it. It just evolves and I think to hear Thom singing falsetto is 
really new |...] we were just trying to get it out and do it, you know, try 
and present something with a percussion and do it differently, and 


looking back it sort of has a real gospel-y feel.” 


Reckoner 
You can't take it with yer 
Dancing for your pleasure 


You are not to blame for 
Bittersweet distractors 

Dare not speak its name 
Dedicated to all human beings 


Because we separate 

Like ripples on a blank shore 
In rainbows 

Because we separate 

Like ripples on a blank shore 


Reckoner 
Take me with yer 
Dedicated to all human beings 


When Radiohead played the song at a show in Glendale, Arizona, 
Yorke introduced the song by saying that it was © was born out ofa 
very trippy dream, one of those ones you wake up from and go, ‘aww 


1) WT 


man, I dont want to wake up from that, ever.’” "Reckoner", under this 


dreamy and almost cheerful interpretation, essentially deals with the 


758 


meaning of existence and similar big’ questions. Yorke has stated that 
‘In Rainbows’ ‘|...| very much explores the ideas of transience. It starts 
in one place and ends somewhere completely different.” And this idea 
of transcendence is very prominent in this track. But first, let's look at 
the song's title. Reckoning’ can be defined as: “the act of calculating 
the amount of something/the time when your actions are judged as 
good or bad and you are rewarded or punished /the act of judging 
something’. Thus, the title, areference to a character that can possibly 
perform all of these actions, already links the song to a deep and quite 
complex interpretation. Some fans have speculated that the main 
inspiration behind Jn Rainbows is Goethe's Faust; although this is 
most blatantly clear in “Faust Arp and Videotape , which references 
Mepistopheles, the whole album can be linked to this literary work. 
Most precisely, it can be linked to its major themes and ideas: the 
play s main character, Faust, faces an existential crisis and ends up 
asking himself whether life is worth living or not. In order to explore 
this question, Faust makes a deal with Mephistopheles, who tells him 
he will help in exchange of his soul, which will be reclaimed when 


Faust experiences a moment of pure happiness. Thus, ‘'reckoner'’ can 
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be interpreted as a reference to Mephistopheles. But this theory, albeit 
popular, doesn t seem possible, given that Yorke told Observer Muisc 
Magazine shorty after the album's release: “I vaguely know the story of 
Faust. But that would involve me having remembered it in some detail or 
picked it off the shelf. Which I didnt. But yes, hmm, Goethe's Faust. I’m 
going to have to look that one up, actually, ‘cause that sounds suitably 
pretentious. And if this wasnt enough proof of how highly unlikely this 
theory is (at least as far as Radiohead designing it goes), this answer was 
the singer's response to the question of whether or not "Jn Rainbows’ asa 
whole could be linked to Goethe s Faust. But the universal themes present 
in this intepretation are also prominent in various other analysis of 
“Reckoner ; references to the Judgment Day have also been interpreted in 
these lyrics: contrastingly, in this scenario, the reckoner’ would be God. 
But interpretations range from quite negative to overwhelmingly 
positive, as Reckoner can also be interpreted as a song about enjoying 
life. Hence, Yorke urges all human beings’ to move away from 
“bittersweet distractors’ and stop separating like ripples on a blank 
shore . This interpretation deals with equally universal themes, but from 


an absurdly different perspective. 
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Despite of its intense lyrical themes, Reckoner’ is one of the most 
uplifting and arguably cheerful songs in the whole album. It is built 
around Yorke's guitar and a nearly constant combination of three 
percussive instruments: Selway's drums, Jonny's lemon shaker and 
O'Brien's tambourine. These three instruments form a quite complete 


rhytmic background since each of them accentuates a different element 


of the basic 4/4 time signature of the song. 






























































Selway's drumbeat is a combination of the other two rhythmic elements played 
by Greenwood and Ed: it constantly accentuates sixteenth notes (like the lemon 
shaker) and tends to accentuate beats 2 and 4 (like the tambourine); however, 
it also includes a brief element of rhytmic displacement every two bars 


Backed by this rhythm, Thom plays a guitar figure based on the 
progression C-Em-D-C-Em (VI-i-VII-VI-i); however, the chords are played 
without dominants: just as tonic (bass notes) and mediants (upper strings). 
Yorke told XFM in 2008 this style of playing came from John Frsuciante, 
former guitar player of the Red Hot Chili Peppers: ’[...| | went to see the 
Chili Peppers a few times and I really like the way John Frusciante plays. 


And uh... it was sort of a homage to that, in my sort of clunky ‘can't-really- 
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clunky ‘can t-really-pick’ kind of way.” Colin follows the chords subtly; 


Yorke begins to sing a considerable high register melody: 


Boose CCC 






































Reck : Z on-er, 








Yorke's first vocal appeareance in the song already establish the flasetto they 
will use through most of the track and its wailing, undulated character. The 
melody, which the singer slightly varies in the next lines, spans a seventh and 
establishes the song's Em tonality quite clearly. 


The simple diatonic harmony in the verse is dirupted by the sudden 
appeareance of A; a new instrument, the piano, accentuates this new 
Dorian passage. However, the song quickly returns to its Em diatonic 
harmony, now joined by homophonic vocals and Jonny's piano playing 
subtle chords. After another repetition of the verse, the song reaches a 
quiet bridge, introduced by the chords G#mb6 and Em/G. These two 
chords are played with a lot of space between them; this way, the 
chromatic tension of GHmb6 is more ambiental than unsettling, and is 
resolved subtly with a return to Em (The bass descends from G# to G). 
The chords following this brief introduction are also based on brief 
chromatic tension: Am-Cmaj7-B7/D# (iv-VI-V). After Yorke introduces 
another falsetto, undulated melody, Jonny Greenwood's string 


arrangement makes its first display in the track, backing the chords 
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that introduced the bridge. Jonny's arrangement is essential in 
accentuating one of the song's most distinctive quialities, and yet 
another Radiohead ‘easter egg that proves the band goes well beyond 
most musicians of their time when creating their work: the strings first 
come in at the 2 minutes and 49 seconds mark in the song; this 
corresponds with what is known as the Golden Ratio, or Golden Section. 
A mathematical constant, this Golden Ratio (first discovered in Ancient 
Greece, and present in manywork since the Renaissance) is identified as 
1.6180339887, which would transalte as 68.9% in a work of art; the 
68.9% of ‘In Rainbows is the 2 minutes and 49 seconds mark of 
“Reckoner : Thom makes sure the listener gets the importance of this 
moment in the album by singing the album s title in the homophonic 
backing vocals. The bridge dramatically returns to the verse, now 
backed by strings and with an ornamented melody by Yorke. The song's 
outro is written on Em and C (played as sophisticated tetrads), and 
features an ambient vocal melody based around G, D and E; Yorke 
maintains these notes prominently and dramatically, and often varies 
the idea by adding a higher G. But the song's final passages are 


interesting beacuse they don't feature a clearly prominent musical 
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element: homophonic vocals, drums, percussion, strings, bass and guitar 
all collaborate in creating an overall mood and texture: the purpouse of 
this outro could be considered achieveing a dreamy ambience, rather 
than fouscing on just one instrument, or group of instruments. 
-Reckoner has gone on to become one of the most famous and beloved 
tracks in the album, and is also very commonly found in Radiohead 


performances of every tour since the song's release in 2007. 
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0 HOUSE OF CARDS 


‘House Of Cards’ was releasedas the third single off "In Rainbows", 
along with Bodysnatchers . But perhaps the most famous aspect of the 
eigth track in the album is its overall character: Yorke commented the 
song ' sounds satisfying, really mellow and summery to an interviewer 


in 2006. When asked by Pitchfork Media about this new relaxed nature, 
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So rare in Radiohead's work, the singer replied: I'd guess one doesnt 
really need reminding of the ice outside at the moment, do you? It's 
maybe a good thing to try to make music that feels reassuring in some 
ways - something that’s got a good feeling, a good vibe about it." Thom 
Yorke has also expressed his admiration for the track, calling it his 
“personal favorite’, and also adding that it reminds him of the 1968 
Fleetwood Mac instrumental ‘Albatross’, another track that bares a 
soothing style. “House Of Cards’ was first performed as an acoustic 
number by Thom Yorke in 2005, so it seems logical to state that by 2006 
the song was already almost completed. This possibility is reinforced by 
Colin s comments regarding the recording sessions in Tottenham House, 
which started in 2006: Nigel recorded the smudges and fingerprints of 
those rooms and put them back into the sound later, like the reverb on 
the House Of Cards vocal. His computer is like a rattle bag. He can pick 
out any sound, irrespective of where he recorded it, then map it on toa 
track we recorded somewhere else. Amazing. Easily connected to the 
overall calm ambience of the song are Yorke's lyrics, which are also a 
rarity amongst Radiohead's discography because they deal explicitly with 


love-related themes. 
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| dont want to be your friend 
| just want to be your lover 
No matter how it ends 

No matter how it starts 


(Verse 1) 


Forget about your house of cards 
And I'll.do mine 
Forget about your house of cards 
And I'll do mine 


Fall off the table 
(Chorus) Get swept under 
Denial, denial 


The infrastructure will collapse 
Voltage spikes 

Throw your keys in the bowl 
Kiss your husband goodnight 


(Verse 2) 


Forget about your house of cards 
And I'll do mine 
Forget about your house of cards 
And I'll do mine 


Fall off the table 
(Chorus/Outro) And get swept under 


Denial, denial 
Denial, denial 
(Your ears should be burning) 
Denial, denial 
(Your ears should be burning) 


These lyrics prompted John Kennedy, an XFM interviewer, to ask Yorke 
about In Rainbows’ as a whole being more personal than preceeding 


albums; Yorke's reply: |...| | was deliberately trying [...] to write quickly 
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and not think about |...| what sense could be made about it or not, so... 
Um, you know... in essence, one of the things I've been most wary of— 
talking about the record at all—is actually taking any responsibility for 
the lyrics, or having to comment on them, because |...] | kind of don't feel 
answerable to them in a way. Sometimes with these lyrics I've done sort 
of paste them together in a sort of much more constructive way, and you 
sort of feel there's a point.to explaining how you ve done it. [...] To me, of 
all the records we ve done, this is the one I feel I can least explain 
anyway. It doesn t seem respectful or adequate to sepculate about the 
insipration of these lyrics, since they might have a very personal (and 
real) origin, in Thom's.private life. The delicate concept of a ‘house of 
cards is used as an allegory for a marriage, or at least a strong romantic 
union between two people; the song presents a narrator that urges 
someone to forget about your house of cards’, since the narrator 
desires a more intimate relationship with the recipient ("I don't wanna 
be your friend, I just wanna be your lover ). Even though the song does 
include some typical Yorke lyrical trademarks, like the aforementioned 
allegory, House Of Cards" presents the listener with some of the most 


explicit and direct references to sexual relationships Yorke has ever 
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sung. One of the few clues about a ‘story behind the song comes from the 
line leave your Keys on the bowl, kiss your husband goodnight", which is 
a very obvious reference to the sexual practice of swinging, or wife 
swaping. Maybe the narrator's feelings stem from a situation created by 
this social pratice. The prominent use of “denial” might have various 
interpretations: it seems possible that Yorke chose the word as a 
reference to the denial of the narrator's feelings when asked by his 
current partner, or to the recipient's denial of his/her own feelings 
towards the narrator. Thom Yorke stated that Radiohead's seventh 
album is filled with seduction songs.,and House Of Cards" is a song that 
fits this description very evidently. 

The soothing and calm music of "House of Cards” is based on Yorke's 
guitar, Selway's drums.and Colin's bass. The roles of both Jonny and Ed 
are similar to those found in earlier songs, like Bulletproof’: over a basic 
harmonic, rhythmic and melodic idea, both guitar players add various 
melodies and ideas that float around and create a deeper texture within 
the song. Yorke's guitar (played with a capo on the third fret) is the main 
source of harmony in the track, which moves almost completely 


diatonically in the tonality of F major. The song's rhythm bares a clear 
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Dub/Reggae influence, a musical genre that all band members are fond of, 
but especially Jonny Greenwood (who even released a compilation of his 
favorite Trojan records in 2007 by the name ‘Jonny Greenwood Is The 
Controller’). This is clearly reflected in the song's use of syncopation and 
off-beat accentuation, prominent in Thom’s guitar, Colin's bass and 
selway s simple drumming; the latter is maintained throughout the song 
as an ostinato rythmic element, and Phil employs only snare, bass drum 
and rim in the constant drumbeat. Naturally, Yorke's characteristic guitar 
playing revolves around the songs home key, but tends to present the 
chords in the song as tetrads, which leaves a subtle harmonic ambiguity: 
Hence, the basic chordal movements in the song move around F-Bb-Gm 
(I-IV-i1), but are played as Fadd9 and Bbsus4, respectively. The song's 
form is also interesting, given that what we have considered as the verse 
has two different melodies, while the chorus contains another two (all but 
one based on F and Bb); the listener could also consider only one of these 
melodies as the song's chorus (‘denial’). 

The song is introduced by Yorke s guitar, which is soon joined by both 
bass and drums, and a bar later, by Yorke's reverb-filled vocals performing 


what will return in the song's end as the wailing vocal melody of the outro. 
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Both of these passages are based on F and on it subdominant degree Bb; 
however, the first melody is more quiet and calm, and is initially based around F 
dominant C, although Bb and F mediant A are prominane in the latter idea. The 
second melody also starts on C, but eventually ascends higher and presents the 
chromatic note in the song, Eb, whicxh is mirrored in the chord Bbsus4. 
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The next new melody presented in the song features 
Eb prominently (indeed, the ambient guitar also 
accentuates this note). This brief passage might be 
considered as being written on F mixolydian 
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The first time that the chorus, based on Gm, appears in the song, Yorke 
Sings denial’ only twice, which contrasts with the second time that the 
song reaches this section, given that from there the composition moves 
to the outro and the melody is repeated many more times. As the song 
advances, both Jonny's and Ed's ambient roles become more important; 
by the time the song's final section begins, both band members are 


essential in creating its overall atmosphere. Since harmony and rhythm 
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are both maintained in basic and primitive stages on ‘House of Cards’, 
the song s attention turns to melody (Yorke) and dynamics (Jonny, Ed). 
The song's climax begins as the initial soothing melody of the 
introduction reappears in the song's ending (As homophonic vocals 
perform a brief counterpoint melody). The overall Reverb-filled 
ambience of the track, which we know due to Colin's comments has to 
be thanked to Nigel Godrich, is also fundamental in creating the song's 
generally dreamy ambience. 

While many listeners noted, and welcomed, the contrasting change of 
modd found in “House Of Cards when taking “Jn Rainbows’ as a whole, 
some listeners have also commented on the unpleaseantly montonous 
character of the song, which has caused some to regard it as one of the 
album's weakest tracks. “House of Cards” has made sporadic 
appearances in Radiohead tours since 2008, being especially present in 


the years 2006-2008. 
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0 JIGSAW FALLING INTO 
PLACE 


Jigsaw Falling Into Place’ was released as the lead single from ‘Jn 








Rainbows’ in January 2008; the song was performed in 2006 as "Open 
Pick’ (possibly as a reference to the guitar playing technique in the 
track) with a slightly altered arrangement from the one released on the 
later studio version of the track. While the band was recording the 
album, Thom Yorke became a frequent visitor of the Oxford pub “the 
Rose and the Crown , and it seems possible that the lyrics of "Jigsaw 
Falling Into Place’ were heavily influenced by the scenes he witnessed 
in this pub while working on the album s:songs; Yorke described his 
relationship to the establishment to the New York Times: "I sit there, 
on the way in, because it s a really nice little table. And then I get out 
my scraps of paper and | line them up. I need to put them into my book 
because they re just scraps of paper, and I'm going to lose them unless | 
do it. So am I writing here? Probably. I don t know yet. I'm just collating 
information. This is a nice, relaxing thing to do, and it also keeps your 


mind tuned in to the whole thing. And you see things you didn't know." 
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He also offered NME some insight into the lyrics: “I would never say it 
was personal because it's always a set of observations. ‘Jigsaw Falling 
Into Place says much about the fact I used to live in the center of 
Oxford and used to go out occasionally and witness the chaos of a 
weekend around here. But it's also about. lot of different experiences. 
Personally, I was really surprised that it’s going to be the single. The 
lyrics are quite caustic - the idea of ‘before you're comatose’ or 
whatever, drinking yourself and getting f--ked-up to forget. When 
you re part of a group of people who are all trying to forget en masse it 
is partly this elation. But theres a much darker side. Thus, it is easy to 
state that the lead single from the album includes an important social 
element. Indeed, when talking to XFM, Ed O Brien explained the song's 
lyrics as he sees them: Um, it's the Friday night in the pub and it's all 
kicking off. And there used to be a line in there that wasnt there but 
that's central ‘You ve just been paid. And, you know, and it's all going 
off and I love that kind of...Its kind of—to me—it's totally, you know... 
For me, when we get our songs right it's very visual. And I totally 
imagine kind of like a quiet, thin bar and it’s all kicking off. and people 


looking at one another, and it's all in the music and buying more drinks, 
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and that euphoria at the end of the week. And you get to that—you get 


to the last section and it's all building up and it's just that glorious 
feeling, you know? 11.0 clock and before it all goes nasty and you kind 
of have enough booze inside you, and it's all... And the world doesn't 
get better than this in this very moment.and that is... that's what I love 


about this song.— 


Just as you take my hand 

Just as you write my number down 
Just as the drinks arrive 

Just as they play your favorite song 
As your bad (magic*) disappears 
No longer wound up like a spring 
Before you've had too much 

Come back and focus again 


The walls abandon shape 
You've got a Cheshire cat grin 
All blurring into one 

This place is on a mission 
Before the night owl 

Before the animal noises 
Closed circuit cameras 

Before you're comatose 


Before you run away from me 
Before you're lost between the noise 
The beat goes round and round 

The beat goes round and round 

| never really got there 

| just pretended that | had 

What's the point of instruments 
Words are a sawed off shotgun 
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Come on and let it out 

Come on and let it out 

Come on and let it out 

Come on and let it out 

Before you run away from me 

Before. you start unraveling 

Before you take my mic 

Just as you dance, dance, dance 

Jigsaws falling into place 

There is nothing to explain 

You eye each other as you pass 

she looks back, you look back 

Not just once 

Not just twice 

Wish away the nightmare 

Wish away the nightmare 

You've got alight you can feel it on your back 
You've got a light you can feel it on your back 
Jigsaws falling into place 


Jigsaw Falling Into Place’ stands out in Radiohead's discography 
beacuse its lyrics frenetically narrate events in real-time rhythm and 
pace, which creates a rather interesting listening experience for the 
listener. The words are also special amongst Yorke's paranoia-filled 
and dystopian themes since it deals with common aspects of social 
activities (hence, it can be linked to “House of Cards’ ). Essentially, the 
lead single from Jn Rainbows describes the feelings created from the 
rush of hooking up with someone; this interpretation matches 


O'Brien's understanding of the lyrics. But this ‘rush’ is far from being 
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Sexual or romantic; thus, it is not based on the future of hus encounter. 
Instead, the narrator's joy and his sentiment of a jigsaw falling into 
place is born from the cheerfulness created in the present: between the 
excitment of meeting someone and alcohol lies what O'Brien accurately 
describes by saying the world doesn t get better than this in this very 
moment. But there are some dark underlying themes in the song, as 
Yorke himself has said, and these can be connected with the overall idea 
of the social atmosphere in which this ‘story takes place; but what 
exactly is this “dark side’ that Yorke suggests is left explicitly 
unanswered. The rush of the short story described in the lyrics is 
mirrored in the frenetic music of the song: Jigsaw Falling Into Place’ 
seems like an obvious choice for a single since it is an obviously 
dramatic and captivating piece of music, which gets more intense as 
time progresses (like many songs in the album, although the lead single 
is faster and more direct). The song is based on Yorke's acoustic guitar, 
which describes an arpeggiated harmonic progression that could be 
roughly identified as: Bm, Bbm Dmaj7, D6, Gmaj7, Dmaj7 /F#, Gmaj7, 
Dmaj7 /F#. The guitar can be considered as tuned in drop D (DADGBd), 


or as DBDF#BD, depending on the fingering of the chords. 
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The song's introduction consists of Yorke's guitar and Selway's 
metronome-like drumsticks; eventually, the progression is joined by a 
full drumbeat (quite similar to many of the rhythms Selway plays in 
previous song, albeit faster) and Colin's melodic bass. The 
instrumentation in Jigsaw’ is rather standard and ordinary: with the 
exception of an ambient element in the song s climax (ondes Martenot? 
Synthesizer? O'Brien's guitar?), the track is based on just guitars anda 
traditional Rock rhythm section. The Bm tonality of the song is 
disrupted many times throughout the song, but is more common to find 
harmonic ambiguity due to open-string tetrads than to chromatic 
disruption (a notable excpetion being the parallel minor second 
descension from Bm to Bbm in the chord progression of the 
introduction). The song presents two main progressions, one used in 
the introduction and outro, and the other on the verses. However the 
home Key is always reinforced at the end of every progression (which 
also happens in the wailing undulated melody of the song). "Jigsaw" 
seems like a fitting choice for lead single since it presents a rather 
accesible and melodic sound, which mirrors the in crescendo excitment 


of the lyrics, eventually climaxing with Yorke's vocals singing an octave 
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higher. It is also important to point out the roles of both Ed and Jonny in 
the song: as the frenetic pace of the composition increases its intensitiy, 
both guitar players contribute important instrumental arrangements to 
the song's texture. The overall character of the track makes its lead 
Single status seem obvious; interestingly, however, the band has not 


played the song live since 2009. 
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00 VIDEOTAPE 


The last song on “Jn Rainbows ‘is also one of Radiohead's most desperately 
melancholic. Featuring no traces of chromaticism whatsoever, "Videotape" 
connects the album's human character to one of the most universal themes 
of them all: death. The song was inspired by the 1998 Japanese film After 


Life (Wandafuru Raifu), directed by Hirokazu Koreeda, which deals with 
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themes like death, happiness and eternity. An entry on Radiohead's 
website from the ‘Kid A’ era mentions the idea of storing memories on 
magnetic tape and the pearly gates; hence, it seems logical to suppose 
that the idea for the song might have been around since 1998/99 /2000. 
This is reinforced by Yorke's comment that the track was “one of the 
first things we had’ for the album. By 2006, the band was playing an 
early version of the song live; this arrangement contained some major 
differences: lyrics, instrumental roles, dynamics and melodies change 
considerably from this version to the latter studio version, but the most 
important change is Selway’s drumming, which is fast and frenetic 
throughout and contrasts strongly with the studio programmed drum 
arrangement. Yorke described the recording process of "Videotape" as an 
“absolute agony and has alsostated: We were smashing our heads 
against the wall, trying to figure out what to do with it. Sometimes that 
drives me crazy. Indeed, Thom has not shied away from the giant effort 
it took the band to record the track satisfyingly; as he told NME: “We 
would have these days where there were big breakthroughs and then 
suddenly... no. Videotape to me was a big breakthrough, we tried 


everything with it. One day I came in and decided it was going to be like 
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a fast pulse-like a four to the floor thing and everything was going to be 
built from that. We threw all this stuff at it. But then a couple of months 
later I went out and came back and Jonny and Nigel Godrich had stripped 
it back. He had this bare bones thing, which was amazing. One of the 
initial arrangements the singer proposed included a synopcated and 
challenging rhythmic approach strongly influenced by English electronic 
musician Surgeon. But, as this quote illustrates, the released studio 
version was actually an idea of both Jonny Greenwood and Nigel 
Godrich. Yorke repeated the story to Mojoin 2008: “We were looking for 
something that had a real effect on us, an emotional impact, and that 
happened when we were doing Videotape and | was semi kicked out of 
the studio for being a negative influence. Stanley and I came back a bit 
worse for wear at about 11 in the evening and Jonny and Nigel had done 
this stuff to it that reduced us both to tears. It completely blew my mind. 
They d stripped all the nonsense away that I'd been piling onto it, and 
what was left was this quite pure sentiment. By this time, "Videotape" 
had already become a fan favorite, a feeling shared by Yorke: I wanted to 
put it first, but somebody pointed out it if we did that people would turn 


the record straight off. I like it because it very much happened despite 
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me. And the others took reigns on it. Turned it to the stripped down 
thing. Personally speaking, I think this is the best thing we ever created, 
cause it has this inexpressible substance thing going on, behind what's 


the specifics of the song. So I'm really really proud of that." 


When I'm at the pearly gates 

This will be on my videotape, my videotape 
Mephistopheles is just beneath 

And he's reaching up to grab me 


This is one for the good days 
And | have it all here 

In red, blue, green 

Red, blue, green 


You are my center 
When | spin away 
Out of control on videotape 
On videotape (x5) 


This is my way of saying goodbye 
Because | can't do it face to face 
I'm talking to you after it's too late 
No matter what happens now 


You shouldn't be afraid 
Because | know today has been the most perfect day I've ever seen 


Essentially, the lyrics of “Videotape tell a story about a man saying 
goodbye to his loved ones through the recording device of the song's 
title. Whether death is caused by illness or b suicide is left unanswered 


since both options seem somewhat fitting (although the song's final line 


781 


makes the second option seem a little less likely). The Faustian element 
present in some songs, and according to a select group of listeners, 
subtly present in the entire album, is referenced through the use of 
Mephistopheles. In Goethe's Faust, the Devil plans to take the character's 
soul once the latter experiences a moment of pure happiness; this is 
possibly referenced in the line ‘today has been the most perfect day I've 
ever seen’. Thus, if we consider the song as yet another Faus-inspired 
piece, the narrator's death is related to happiness. A less ambitious 
interpretation presents the listener with a dying narrator who isn't 
brave enough to talk to his loved ones while confronting death ("I can't 
do this face to face ), but who is leaving this world quite happy and 
Satisfied on an spiritual level; however, it seems curious that someone 
who has such a strong connection to certain people and has lived such 
happy moments is being grabbed by none other than Mephistopheles. 
The relationship between the narrator and the ‘you’ in the lyrics is left 
completely unanswered, just as this subtle contradiction. There is also 
an underlying technological element, a theme Radiohead had dealt with 
on earlier examples. The only way in which the narrator can 


communicate to the recipient(s) of his message is through a recording 
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device; this subtle reflexion might have been more prominent in earlier 
efforts by the band. “Videotape leaves room for many possible 
underlying themes, but its overall meaning doesn t appear completely 
ambiguous: as death becomes assured and looms closely, the narrator 
ignores fear and depression, which might seem rather obvious in this 
Situation, and instead cherishes the idea that he has lived a ‘perfect’ day, 
and that anything the future might hold will never take this beautiful 
experience away from him. As Yorke once said, Radiohead always 
includes some optimism in their songs, and this is clearly seen in the last 
line of “Videotape . 

Mournful and deeply powerful, the last song on "Jn Rainbows’ is written 
on C#m and doesn t include any chromatic movement and is based ona 
three note motif repeated through most of the track. 


| ia = The "Videotape" 
lL = motif in the song's 


introduction 


















































The song's introduction is based on one bar of C#m and two on its 
relative major E; the motif is varied in the last of these bars. Aside from 
this singularity in the introduction, the motif A-G#(x2)-F#m is 


maintained throughout the whole song, except for the outro, and is 
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backed by A-C#m-E (VI-1-III). This basic harmonic/melodic structure is 
presented ater Yorke sings the song's main melody once and is joined by 
a keyboard bass, which accentuates the newly found harmony of the 
song. Like in many Radiohead compositions, the band presents a basic 
and monotonous harmonic pogression and then constructs the song 
around it by slowly building a momentum through dynamics, intensity 
and ryhthm. As the song progresses, many musical elements are added: 
programmed drums, a lower piano voice, overdubbed homophonic 
vocals, O'Brien's ambient guitar (which isn't particularly prominent in 
the studio version) and a revolving door-like rhythm. 
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When I’m 



























































ae ee ee 









































at the pear - ly gates, 
Qh SSS SS SS 
vid-e - o - tape, my vid-e - o - tape. 


Yorke's considerably high melody starts on C#m mediant E, then falls to B and 
eventually imitates the song's basic motif. The melody is constantly varied, but 
always ends with the motif imitation. 


Another major element of Videotape is its highly syncopated rhythm. 
Nigel Godrich: “Well frankly like everything in life it depends how you 
look at it, but technically speaking the piano chords are all pushed - ie. 


before the beat.. that's how Thom hears it in his head even if it's possible 
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to think of it as on the beat. I hear it both ways... You? Begs the question.. 
if you hear the chords on the beat and you love the song does it matter? | 
don't think so!” Meanwhile, Phil Selway himself commented: “From 
rehearsals, right through to the studio, it took me about two years to find 
the '1' in the bar - and even then, someone had to hit me round the head 
to show me where it was.” Indeed, the song's rhythmic arrangement was 
also an essential part of the song, and an especially controversial one due 
to Jonny and Thom disagreeing on how to settle this element of the song. 
The song's outro features a sudden new progression: A-F#m-C#m; even 
when the progression suddenly presents subdominant F#m, the 
harmony inevitably returns to C#m, leaving the harmonic stablity of the 
song (and its melancholic character) restored. 

‘Videotape has been played on every tour since the album's release 


although only a handful of times on each one of them. 






Ed O'Brien 
P. Selway= Drums 
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The original physical release of “In Rainbows’ included a second disc 
(Disk 2) with 8 additional tracks. This second collection of studio 
recordings was released online in 2009. Many of the songs included in 


Disk 2 were released as B-sides fromthe singles of the original album. 


.MK1 

. Down Is The New Up 
. Go Slowly 

MK 2 

. Last Flowers 

. Up On The Ladder 

. Bangers + Mash 

. 4 Minute Warning 


ONAUARWNPR 
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00 MK1/MK2 





MK1 and MK2 are Radiohead s shortest studio recordings. But they are 
commonly considered as mere connections between tracks, rather than 
as complete songs, which would explain their reduced length. ‘MK’ is 
often used as the abbreviation for ‘mark’, understood as a specific 
version of a product. Thus, the insipration behind the creation of both 
ambient tracks is the same, sicne they are marked as just two different 
versions of asame product. MK1 is based on loops from ‘Videotape’, 
and serves as a bridge between this song and Down Is The New Up’. It 
could be considered as either an outro of the first.disc of "In Rainbows", 
or as the intro of Disk 2", "MK2", meanwhile, was created with an AR 
synthesizer, and was originally intended to be an introduction to "4 
Minute Warning ; however, a different introduction was eventually 
created for the latter song. 

The existence of the shortest tracks on Radiohead's recorded output 
have never been acknowledged by their authors, which only reinforces 
the notion of their roles as mere connections between tracks when 


taking both studio discs of "In Rainbows" as a whole. 
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0 DOWN IS THE NEW UP 





A considerably catchy number, Down Is The New Up’ was first 
performed in late 2006 by Thom Yorke as an acoustic number, 
featuring just vocals accompanied by piano. The song was appearently 
amongst the singer's favorite songs from the early recording sessions of 
‘In Rainbows’, but unfortunately the band wasn't satisfied with the 
track order that resulted from including “Down Is The New Up” in the 


album's first disc. 


Get yourself together 

Let the light pour in 

Pour yourself a hot bath 

Pour yourself a drink 

Nothing's gonna happen without warning 


Down is the new up 
What is up, buttercup? 


Down is the new up 
Is the new up 


Won't you be my girl? 
Won't you be my girl? 


Your services 

Are not required 
Your future's bleak 
Youre so last week 
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Ladies and gentlemen 

Without a safety net 

| shall now perform a 180 flip-flop 
| shall now amputate 

| shall now contort 


Because down is the new up 
What if] just flip-flop? 


Down is the new up 
Down is the new up 
Down is the new up 

Is the new up 


You crawled off and left us 
You crawled off and left us 
You crawled off and left us 


All on candid camera 
The chink in your armour 
Topsy turvy town 

Topsy turvy town 


One of Radiohead's biggest and most popular urban myths concerns the 
music video for Just’, off The Bends’, in which a man laying down on 
the street is asked about the purpouse of this strange action; his answer 
is only seen being ennunciated: the subtitles of the video don't caption 
his reply, and neither the band nor the video's director have ever 
revealed the mystery. But lipreaders have identified the answer as being 
‘down is the new up, which would certainly explain the man's seemingly 


illogical behavior, unless it is taken on a different socially acceptable 
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context. This is the meaning of the phrase down is the new up, and 
hence, is also the most inmmediatly obvious interpretation of the lyrics. 
The first proper song on the second disc of “Jn Rainbows" deals with 
how suddenly things (rules, ideas, fashions...) change, often from one 
extreme to the other; this is how the allegory of swapping down’ and 
‘up applies as a general indication of what the song is about. This 
concept of sudden change is quite present in modern society in the 
form of style and fashion. However, the song has far darker 
connotations than just clothes and colors; after all, similar things tend 
to happen in politics, ethics.and society in general. This sinister 
intepretation comes from lyrics like “Your services/Are not 
required/Your future s bleak/You're so last week, in which it is easy to 
infer the recipient of this message is far form being a mere piece of 
clothing. For regular citizens, changing reality through drastic and 
continous changes in taste simply translates as a continous adjustment 
of fashion, but for the government, a continous modification of opinions 
and rules becomes an unhealthy and unbroken shift in reality. 
These lyrics are backed by direct and explosive Jazz-like music, based 


around piano, an featuring a string arrangement by Jonny Greenwood. 
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The complex harmonic movement in the song is presented primarly by 
the piano, and contains a considerable amount of chromatic movement, 
which could also be interpreted as modal mixture. The introduction and 
verse start on Em and then ascends to B by passing quickly through G 
and A. The song s esyablished home Key might seem like Em, with 
constant chromatic movement, or as either B or E phrygian (the song 
passes through A5, with no mediant), although the latter seems to be 
more likely since the verse tends to return to an E-based tonality. 
However, the song then presents a chorus that modulates to A, and then 
to D in just a matter of seconds: A-C#m-A-G-D. This progression could 
also be considered as being an ambiguous A mixolydian. Even when this 
passage includes a minor second movement from G# to G, its overall 
character is far from unsettling, which is reinforced by the appearence 
of two succesive perfect cadences. After just two enntonations of the 
chorus, the track suddenly moves to a minor version of the same 
section, based on Am-Gm-Cm-Bm-Bbm. Rapid modulations are still 
present in this new minor-based progression: from A phrygian to Cm, 
followed by chromatically descending parallel chords. The section ends 


with the bass ascending by minor thirds: F/A-Cm-Ebm, followed by 


vo 


a minor second descension to Dm. A third section, which can be 
considered a bridge, returns the track to its original Em key; however, 
the phrygian character of the song remains as the basic Em-B 
movement of the verses is also present in this section. A prominent bass 


melody leads the bridge: 
































This basic bass melody moves around a phrygian scale, and is soon joined 
by another homophonic bass line 


As the bridge returns to the verse, the song proceeds very similarly to 
how it did the first time, with the important addition of Jonny's 
dramatic string arrangement (played by the Millenia Ensemble). 

The energetic song ends with the third section played as an outro. 
“Down Is The New Up’, which Radiohead played only a handful of times 
in 2006, features some complex harmonic movement within its three 
major sections: the chorus tends to move through highly diminished 
(Octatonic) territory, which creates its unstable sound. The rest of the 
track, however, moves chromatically through an established E-based 


home tonality. This track arguably ranks amongst Radiohead's most 
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daring compositions, harmonically speaking. 
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Ed O'Brien= Guitar 


P. Selway= Drums 











00 GO SLOWLY 


Just like Thom strongly wanted to include Down Is The New Up’ in the 





first disc of ‘In Rainbows, Jonny Greenwood favored "Go Slowly" for the 
spot. The band has never commented on the track, even though they 
have played it on a number of occasions from 2006 to 2009; it is known, 
however, that by 2005 its working title was Can Stylee’. Radiohead 
performed the 1968 song Thief’ by this Krautrock band some years 
before the sessions for In Rainbows’, and the origin of ‘Go Slowly” comes 
from this song: both tracks include a descending, arpeggio-based, 
harmony, and both song are written on Bm (although Cans is faster). 


Hence, Go Slowly’ very possibly emerged from covering the Can song. 
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Over here, come slowly 
Come slowly to me 

I've been waiting 
Patient, patiently 


| didn't care but now | can see 
That there's. a way out 
That there’s a way out 


That there's a way out 
That there's a way out 
That there's a way out 


The first line of the song has sometimes been transcribed as “Oh Maria’. 
Short and mysterious, the multiple interpretations that result from 
analyzing these lyrics lead to themes like spirituality, vitality and, msot 
importantly, death. Since Yorke has never commented on the lyrics, it is 
hard to identifiy who the narrator is refering to; but most likely, the song 
isn t personal in a tradtional sense: more than displaying a conversation 
between.two people, the lyrics could be interpreted as a person dealing 
with death. Thus, the narrator in the song could be seen as some kind of 
a romantic representation of death itself ordering someone to ‘come 
slowly’ to him ("I ve waiting patiently ). The final line of the song could 
have various interpretations, some of them actually optimistic, at least 
considering the themes of the track. “There is a way out” from this 


physical life, meaning that there is a spiritual world; then again, this final 
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line could also be interpreted as referencing ‘a way out’ of the seemingly 
assured death presented in the beginning of the track. This interpretation 
would be mirrored by the sudden major-nature of the song, which would 
contrast strongly with its earlier Bm character. Indeed, if there was any 
doubt concerning the themes of "Go Slowly’, lyrically, then the mournful 
music leaves little doubt that the track deals with some ‘big issues. The 
main instruments in the track are guitars, celesta and synthesizer (drums 
aren t present in the studio version). The song's introduction presents a 
soft counterpoint between celesta and guitar, backed by ambient 


keyboard chords: 






























































































































































The guitar describes a rather suspended harmony (Bm-Bm/E-Gmaj9-Bm7 /F#- 
Esus2Z) as arpeggios, while the Celesta plays a similarly descending homophonic 
melody. Both instruments compliment each other (for example, while in the 
first two chords both guitar and celesta play B and D, but celesta plays dominant 
F# as highest note, while the guitar plays tonic B) 
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Meanwhile, the synthesizer maintains Bm-Gmaj7-Bm-F#m-E5 (1-IV-1-v- 
iv) for one bar each chord. Interestingly, the chords remain somewhat 
simple, but the instrumental arrangement and counterpoint create a 
sense of harmonic supension (on the second and third bar, the keyboard 
while the guitar and celesta play different, albeit complimentary, chords) 
that keeps the song's sombere atmosphere intact. Once the subtle plagal 


cadence ends the song's main progression, a brief guitar melody is 


played over the textured arrangement. 























come. slow - ly, 





come_— slow - ly____—_ to’: me. 


Yorke's slow melody beings after the progression is presented twice. Melancholic 
and based on a high register, the idea beings by accentuating F#, dominant of Bm, 
and descending to E as this note becomes the bass of the harmony. As the 
harmony becomes G-based, the vocals sing its mediant D, which they maintain as 
the chord changes to F#m, Finally, as subdominant E appears in the progression, 
Yorke sings its dominant, B. 

After just two displays of the basic melodic idea by Yorke, the harmony 

and melody get importantly varied as E major appears in the harmony 

(mirrored in Yorke's use of mediant G#) and creates a brief passage of 

dorian character, after the initial Bm. However, it is quickly followed by 


the same progression of Gmaj9-Bm/F#-Esus2. After this third 


ennunciation of the verse, the song moves to a new section featuring 
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acoustic guitar, an electric guitar melody and a brief progression: Bm- 
Gmaj7-F#. The extended use of a submediant of major character 
contrasts with the tense atmosphere of the first section; dominant F# 
creates a perfect cadence that returns the song to home key Bm and to 
the initial suspended harmony section, after just two repetitions of the 
basic structure of the bridge. What follows is essentially an outro that 
uses the same harmonic structure of the verses and introduction. As 
Yorke wails in the distance, the song fades out. 

‘GO Slowly’ was performed a samll number of times in both 2006 and 


2008, and two in 2009, the last year the song was performed in. 


C. Greenwood= KGa uerer-tac! 
Ed O'Brien= Guitar 
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&? LAST FLOWERS 


This bittersweet piano-driven ballad was inspired by a shop sign near 





the Radcliffe Hopital in Oxford, which bears the slogan Last Flowers Till 
The Hospital’, the song's original working title. The track was around 10 
years old when it was finally released in late 2007 since Radiohead had 
been working on the song since the recording sessions for "OK 
Computer’. However, according to Ed O'Brien, “It was one that we 
actually tracked and it sounded shite.” The song was, however, played 
on soundchecks of the tour in support of the album. But the band's 
appreciation of the song resulted in another recording attempt for "Kid 
A’/ Amnesiac . \n 1999, Yorke posted in the band's official message 
board: ‘i [sic] absolutley love this song. the name will get changed 
probably. to Cogs. (Sarky cogs skwrkinground). jonny [sic] and i [sic] 
have rewritten the 2nd verse and we are yet to Start recording it. but 
[sic] its not lost.” However, by the time Thom Yorke premiered the song 
in a live show in 2005, its structure and lyrics were exactly the same as 
they had been earlier (quite probably, Jonny and Thom attempted to 
rewrite a part of the song but then discarded the results). Yorke then 


planned to include the song in his first solo album, ‘The Eraser’, 


798 


released in July 2006. However, the singer felt the song was somewhat 


out of place in his mostly Electronic debut; unfortunately, an essentially 


solo piano ballad also felt out of place on "Jn Rainbows’, so “Last 


Flowers’ was released on the second disc of Radiohead's seventh 


album. Other than Yorke's small natural dissatisfaction form this result, 


Colin Greenwood was also slightly sad that the song didn't make the 


albums basic track listing; the bassist has expressed a considerable 


admiration for the song. 


(Verse 1) 


(Chorus) 


(Verse 2) 


(Outro) 


Appliances have gone berserk 
| cannot keep up 

Treading on people's toes 
onot-nosed little punk 


And | can't face the evening straight 
And you can offer me escape 
Houses move and houses speak 

If you take me there you'll get relief 
Relief (x4) 


And if I'm gonna talk 

| just wanna talk 
Please don't interrupt 
Just sit back and listen 


(Chorus) 


It's too much 
Too bright 
Too powerful 
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Since a sign concerning flowers for patients in the hospital inspired the 
song, its interpretation is inextricably linked to the idea of a patient 
recieving a visitor while on the hospital bed. This is reinforced by 
Yorke's online comments that the song concerns his “unhealthy 
obsession with these institutions |hospitals|.. Deeply melancholic and 
far from being as positive as it might seem at first glance, “Last Flowers” 
presents a very ill patient, quite possibly terminal (“appliances have 
gone berserk’ ), who asks his visitor to offer escape to him by simply 
keeping him company, since the narrator “can't face the evening 
Straight’. Even more so, the patient seems to be in a reflexive mood, 
since he asks his visitor to simply ‘sit back and listen" as the diseased 
talks. The outro presents the feelings of the narrator concerning 
death/pain/suffering (or any element of his unfortunate situation); he 
finds itto be too much’, ‘bright (light of death? or a response to 
pain?), and all around, too ‘powerful’. Arguably, Last Flowers” doesn't 
intend to be a song with an intricate message, but simply a track about 
human suffering in one of its purest states: as seen from a patient ina 
hospital bed. The music, logically, reflects the unsettling lyrics; based 


entirely on piano, the track feels private and deeply filled with sorrow. 
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With the exception of an accompanying acoustic guitar that appears in 
the second verse (quite possible Jonny's), YorKe's piano is the only 
instrument in the song. Harmonically, it features some trademark 


Radiohead major/minor changes. 





(Verse) Fm-Gm-Am-C-Em (iv-v-vi-I-i11) 

(Chorus) Dsus4-Dm-B7b5 (11-vi-V-IV-I-iii) 
Am-G-F-C-Em 

(Outro) C-Em-A (I-i1i-VI) 


Typical in Radiohead harmony is the use of sudden and striking 
modulations. In the case of Last Flowers’, the piano begins by playing (as 
arpeggios) chromatic subdominant Fm in the key of C; however, since 
this is the first chord in the song, what comes. as striking and sudden is 
the apparation of Am, relative minor of home key C. Thus, the listener is 
surprised as the diminshied character of the initial Fm-Gm-Am 
progression is relieved by the major sonority of the song's home key. Fm 
and Gm can be interpreted as being part of another diatonic key, Eb (as ii- 
iii), which then modulates a descending major third. As the progression 


ends in Em, the progression ascends a minor second and returns to Fm. 


801 


Interestingly, Yorke's melody remains the same with Fm and Gm as it 
does with Am and C; hence, the first time the melody is presented, is 
sounds clashingly chromatic and somehwat unsettling due to the sound 
of E natural in an appearently diatonic Eb territory. As the harmony 
returns to Fm, Yorke maintains its dominant, C, which facilitates the 
sudden modulation. In contrast, the chorus presents a simple C major- 
based chord progression, accompanying an undulated and high register 
vocal melody by Yorke. After another repetition of the verse, backed by 
an acoustic guitar, and a latter one of the chorus, the song moves to its 
final section, based on C-Em-A. The song's outro includes harmonic 
ambiguity: it might be considered as in E dorian (VI-i-IV), or as a C- 
based progression with an important chromatic note in A's raised 
mediant, C#. In whatever way this harmony is interpreted, the 
characteristic minor second sound of C# descending to C natural is 
essential to the overall sonority of the song's outro. 

Essentially a Thom Yorke solo track, the singer has only performed the 
track twice (one for Godrich's Basement series), and never in a proper 


live show. 
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0 UP ON THE LADDER 








It is possible that the lyrical idea for “Up On The Ladder’ was already in 
Yorke's mind around the recording of "OK Computer’, although the first 
time the song was attempted for recording in a proper studio setting 
was in the "Kid A’/ Amnesiac’ sessions. This track is mentioned in 
O'Brien s diary from July 1999 through March 2000; the guitar player 
initially refers to the track as ‘Up The Ladder . However, the band 
wasn t satisfied with the resulting studio version of the track recorded 
in these sessions and shelved the final product. Something similar 
happened while Radiohead was recording Hail To The Thief’ in L.A.; 
nevertheless, the song was played a considerable number of times in the 
Iberian Tour of 2002 (and was only played live once after that, in 2008, 


and as a solo Yorke acoustic number) 


I'm stuck in the T.A.R.D.IS. 
Trapped in hyperspace 

One minute snake charming 
The next in a motorcade 


All the right moves in 

In the right places 

Watch me dance, I'm a puppet 
You can almost see the strings 


Give me an answer 
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Give me a line 
've been climbing up this ladder 
lve been wasting my time 


Up on the ladder 

Were all tied to a stake 
Up on the ladder 

We wait for your mistake 


These lyrics present an allegory for being trapped and feeling used. Being 
familiar with Yorke’s recurrent themes and with his feelings towards 
capitalism and society, Up On The Ladder might be easily interpreted as 
a song describing the feelings of an individual cornered in modern day 
society. The seemingly hopeless narrator feels like time isn't relevant, 
since he has absolutely no control of it whatsoever. Hence the reference 
to the T.A.R.D.I.S. time machine of Doctor Who. But the song gets more 
political and sinister with the line ‘I'm a puppet, you can almost see the 
Strings . Finally, the narrator pessimistically concludes he has been 
“wasting my time , but also concludes that his situation, just like that of 
all fellow citizens, isn t really his fault: “we wait for your mistake". These 
feelings are mirrored in the ominous music, which is built around a 
constant guitar riff, upon which various ambient elements are added 
(synthesizers, loops). The only precussion heard in the track is a 


monotnous bass drum, which marks quarter notes throughout. 



































This guitar riff (played with a DBDGBE tuning) leads the whole song and is 
presented after a short ambient introduction of bass drum and guitar loops. Even 
though chromatic Gb appears in the riff, the Cm tonality of the track isn't 
disrupted completely, as the riff always returns to its diatonic idiom. 


Just as Gb is present in the guitar, Yorke tends to accentuate the note in 
the main vocal melody. The chromatic note can be considered as a brief 
albeit reappearing fling with a modal mixture of locrian character; 
however, it seems more accurate to label it as a mere chromatic 
embellishment created by lowering the scale's dominant. The song also 
presents the arguably comforting progression Ab6é-Bb6-Abb6-Cm (VI- 
VII-VI-i), accompanied by a wailing melody Yorke (which always ends on 
Bb dominant F). Based on just these two main sections and harmonies, 
the song develops by adding (or briefly subtracting) rhytmic and ambient 


elements. 


C be 


Ed O'Brien= Guitar 
P. Selway= Programmed drums’ 






g 
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2? BANGERS + MASH 





“Bangers + Mash’ famously features Thom Yorke on drums. Not mcuh 


information is known about this energetic track, other than the possibility 


that its original working title was ‘Bodies Laughing , and that it was 


premiered in May 2006. Like “Faust Arp’, ‘Bangers + Mash’ features 


stream-of-consciousness lyrics whose meaning and inspiration can't be 


assured. 


You bit me, bit me, bit me, ow 
You bit me, bit me and | want more 


'm standing in the hall, I'm puking on the wall 
It's all heading south to the Conger Hill 

The bangers in the mash, the negatives for cash 
Youre either in the club, baby, or you're not 


Whatever turns you. on, whatever gets you up 
Chief of Police or Vice Chancellor 

Lord and Lady blah blah, the vicar and the judge 
Youre all dancing to my little red book 


Because you bit me, bit me, bit me, ow 
| got the poison, poison and now | want more 


lf you are on the top then it is a long drop 

The pyramid is power, we're changing by the hour 
lf you are on the top then it is a long drop 

lf you stare into the dark the dark will stare back 
Back into your soul 


I'm taking you down, I'm taking you down 
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I'm taking you down when | go down 
'm taking you down, I'm taking you down 
'm standing in the-hall, I'm puking on the wall 


Yeah, because you bit me, bit me, bit me, ow 
The poison, | got the poison, | got the poison now 
Yeah, | got the poison 


Although with Yorke one can never be sure of the lyrical intention, the 
overall theme does seem to be clear: politics. When performing the song 
in Blackpool, Yorke introduced the song as being about ‘getting caught 
with your pants down, possibly a reference to English politican John 
Prescott, who was involved in a controversial romantic affair at the time. 
Hence, the lyrics are arguably connected to politics, most specifically to 
corruption, which Yorke refers to as an addictive ‘poison’, given that the 
infected always ‘want more . However, the song is a rarity amongst 
Yorke s political lyrics repertoire due to the identity of its narrator. 
“Bangers + Mash’ features a narrator that is involved in these corruption 
and is a politican himself. By referencing power and royalty, Yorke 
indirectly links the concept of being powerful and, with less priority, of 
being wealthy, to corruption and moral decadence. The ‘little red book’ in 
the lyrics can be interpreted in a varety of ways, but is probably a 


reference to Mao Tse-tung's "Quotations from Chairman Mao Tse-tung",a 
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political book known in the West as the ‘Little Red Book’. But Yorke 


demonstrates a vindictive attitude towards corrpution by stating ‘If you 
are on the top then it is a long drop/If you stare into the dark the dark will stare 


back/Back into your soul/I'm taking you down". Yorke's violent message 
becomes quite clear under this interpretation: politics tend to lead 
towards corruption, and these inmoral actions are always eventually 
discovered; but even more important, Yorke leaves no doubt about how 
politicans and corruption can be equaled to staring into the dark, and 
having it stare down into you. The reason the traditional British meal of 
Sausages and potatoes was chosen as song title might have an ambiguous 
and sarcastic meaning, but.itis not particularly clear (probably a 
reference to the situation becoming so common thatit now seems like a 
tradition, just like the meal). Musically aggressive and frenetic, “Bangers + 
Mash features polyrhythmic elements created by Yorke and Selway; 
Jonny s trademark guitar playing (tuned as Drop A), Colin's melodic bass 
and O Brien’s intentionally disorienting guitar chords are present 
throughout the whole track. The Am tonality of the track isn't presented 
clearly in the song, mianly beacuse A5, A without a mediant, is more 
common in the song thsn Am. However, the diatonic idiom of the home 


key is interrputed on just a few and puntual occasions in the form of 
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chromatic embellishments. Meanwhile, the chorus implies the 
progression G-F (VII-VI). Both O'Brien and the younger Greenwood add 
various spiraling guitar figures /arrangements during the track, which is 
essential in creating its overall somewhat chaotic ambience; also 
important in providing the song with this character is Yorke's crude 
singing, which sometimes comes close to rapping (when this happens, the 
singer tends to accentuate A). The counterpoint nature displayed by the 
instruments in this song, combined with its energy and speed, create a 
piece that differs contrastingly from the general character of Radiohead's 
music at the time (with an obvious exception being Bodysnatchers’ ) 
“Bangers + Mash’ was played a considerable number of times in both 


2006 and 2008, and twice in 2009. It hasn not been played live since. 
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O04 MINUTE WARNING 





Thom Yorke: ‘It's a song that's been kicking around for ages but I really, 
really like it. It's very, very simple. Almost too simple. In fact, it might 
ultimately get thrown away for being too simple. Indeed, the idea for "4 
Minute Warning might have been around since ‘OK Computer’ (the 
phrase appears in the ‘Karma Police’ single artwork), and it was first 
attempted in the Kid A / ‘Amnesiac’ sessions; O'Brien's diary mentions 
the song in three different entries, refering to it as “Neil Young *9", and 
later as Bombers . By 2005, the song was in consideration for “Jn 
Rainbows , although.its title was still undecided (the choice being 
between Bombers and 4 Minute Warning ). By the time the track was 
premiered in 2006, the title had been definitively settled; however, 
Radiohead was still insecure about the song itself, given that Yorke said 
it was still sketchy’ and stopped the performance after the first verse to 


ask if the track was sounding well. 


This is just a nightmare 
soon I'm gonna wake up 
Someone's gonna bring me ‘round 


Running from the bombers 
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Hiding in the forest 
Running through the fields 
Laying flat on the ground 


Just like everybody 
Stepping over hills 
Running from the. underground 


This is your warning 
4 minute warning 


| don't wanna hear it 
| don't wanna know 
| just wanna run and hide 


This is just a nightmare 
But soon I'm gonna wake up 
Someone's gonna bring me ‘round 


This is our warning 
4 minute warning 


The overall apocalyptic inspiration of these lyrics isn't suprising once we 
realize that they were created around the same time that “/dioteque’ or 
‘The National Anthem , inthe Kid A’/ Amnesiac: sessions. The theme of 
the track is clearly stated in its working title and on its released title. On 
the former's case, Bombers: is a direct reference to the cause of the 
apocalyptic violence described in the lyrics; meanwhile, '4 Minute 
Warning was a British public alarm system designed during the Cold 
War, in which citizens would be alerted of a nuclear missile attack and 


have said time to seek refugee. By naming the song like this, Radiohead 
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already links the track directly to the apocalyptic scenario described in 
the lyrics. 

However, the music that presents these apocalyptic words sounds 
shockingly “simple”, just as Yorke himself describes the track; this is 
mainly beacuse of its innocent nature and its non-chromatic harmony and 
melody. After little more than a minute of ambient synthesizer 
introduction, a 6/4 tambourine rhythm begins, backed by bass and a 
faraway guitar. The latter instruments present the song's A major tonality. 
The song's verses move through a simple A-D-A-D-E-D (I-IV-I-IV-V-IV) 
progression, while the chorus changes to Bm-F#m-E-Dmaj7 (il-vi-V-IV), 
ending on a perfect cadence from Eto A the second time the progression 
is played. Not only is the lack of chromaticism notable (as this is so typical 
of Radiohead's work), but also the use of triads and just one tetrad in the 
whole song. However, Radiohead still includes some arguably oiriginal 
elements: rhythmic displacement is present in the chorus (6/4+5/4+6/4), 
and bass and guitar describe the chords in an unorganized version of 
homophony (E.G. bass plays tonic A while the guitar plays dominant E). 
The dynamics in the song are also important; even though the song's 


overall character is soft and delicate, the chorus feels calmer due to the 
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lack of tambourine and bass. Meanwhile, the second verse presents a 
piano, ambient synthesizer and dramatic overdubbed vocals. The mixing 
and production of the track also seems carefully planned out as some 
instruments sound deliberately far from the rest of the mix (piano and 
guitar); hence, the song feels climatic and somewhat redemptive, spacy 
and arguably disconnected. 


"4 Minute Warning’ was played a total of 11 times in 2006. 


aul 
a 


Ed O'Brien 
P. Selway= Tambourine’ 








OO) WANT NONE OF THIS 


Essentially a Thom Yorke solo track, the mournful ballad "J Want None Of 





This’ was recorded in September 2005 for the War Child album production 
"Help!: A Day in the Life’, a compilation album created to raise money for 
charity destined to help Bosnia and Herzegovina. 10 years before, 
Radiohead had also contributed to a War Child charity album fundraiser 


with “Lucky”. 
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You can keep what you want 
| want none of this 

They're just bad memories 
| don't want 

In the sunshine 

You can pack it all up 

And be gone 

And be gone 

If it matters to you 

You can sell it all up 

lf the price fells right 

| won't judge 

lf you get off your knees 
You'll be out on the breeze 
Take a lesson from me 
Don't get stuck on a dream 


The inspiration behind these hard lyrics could come from many 
Situations, but since Yorke has never commented on the song's existence, 
let alone on its meaning, it seems impossible to pin down an specific 
interpretation of these words. As it happens with many Radiohead songs, 
some listeners have interpreted the spiteful song as being about a failed 
relationship. Whatever the song's interpretation might be, its ominous 
nature is quite clear due to its dark D minor tonality, played ina 9/8 
meter. The harmony, mainly described by the piano, but also indicated by 
Yorke's ghostly homophonic vocal overdubbs, tends to return to home 
key Dm; however, it includes some basic movement to Bb, and some 


latter phrygian character beacuse of the use of major dominant A. 
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Relative major F also tends to appear in the verses, but is regularly 


replaced by Dm; however, the songs outro is based on a dramatically 
stable harmonic progression based around Bb and F, and also includes 
modal mixture by introducing G: the song's outro, then, sounds 
contrastingly ‘positive (major) when compared to the song's first verses. 
Yorke 's high register vocals, and his various overdubs, are essential in 
creating the song's overal climatic nature. Indeed, “J Want None Of This” is 
similar to other Yorke ‘solo tracks released on Radiohead albums like "/ 
Will’, as both tracks include typicially Yorkean harmonic traits, backed by 


falsetto vocal overdubs. 
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Basic info 


-2011 

- Possibly recorded in Drew Barrymore's house, 
Hollywood Hills, Los Angeles, California 

- Self-released, XL Recordings, TBD Records, Hostess 
Kntertainment 

- Produced by Radiohead and Nigel Godrich 


- Singles: Lotus Flower 





-Peaked at number 7 in the UK, 3 in the US 


-Track Listing: 


1. Bloom 

Morning Mr. Magpie 
Little By Little 

Feral 

Lotus Flower 

Codex 

Give Up The Ghost 
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Background and recording= 





The "In Rainbows’ tour started in May 2008 and finished in March 2009. 
After nearly a year of worldwide touring, the members of Radiohead were 
tired and somewhat uninspired (altough in the 4-year gap between ‘/n 
Rainbows’ and ‘The King of Limbs" Selway released a studio album, Yorke 
created and toured with Atoms For Peace and Jonny Greenwood composed 
three movie soundtracks). Talking to NPR, Ed O'Brien gave some insight 
into the band's mentality at the time: “We had an initial session of about 
five weeks, and it was really like kids in kindergarten. You had to simplify 
what you were doing — you couldn't do loads of ideas. You had to listen to 
one another. Believe it or not, in a band you can lose that. "The King Of 
Limbs” presented a shift in the band's creative process: every band 
member would now work on individual ideas, and then present them to 
the rest. Ed: "Part of what you do is rejection. I think everybody finds it 
hard, but I think part of creativity is bouncing back from that. What's great 
about the environment that we have is that no one ever says, ‘You can't do 
that.’ You try it, and then it's judged on whether it's right for the track." 
This considerable change seemed like a logical part of the experimentation 


Radiohead has always embraced, as described by the guitarist to Rolling 
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Stone in 2012:"It's not our best phase. It’s another one - and it's a good one. 
It doesn't feel like a new band. It feels like a band that knows itself.” Also 
talking to Rolling Stone, Jonny Greenwood explained the new process: We 
didn't want to pick up guitars and write chord sequence |...] We didn t want 
to sitin front of a computer either. We wanted a third thing, which involved 
playing and programming. Radiohead, always a mysterious and secretive 
band, never announced they were recording new material during the two 
years in which it was recorded; similarly mysterious is the location in 
which the album was recorded. In the album's liner notes there is no 
mention whatsoever to any reocrding studio. There is, however, a thank 
you message for actress Drew Barrymore, which has caused the public to 
assume ‘The King Of Limbs” was recorded at her house in Hollywood Hills, 


Los Angeles. 





Artwork/Packaging= 

Stanley Donwood initially wanted to paint oil portraits of the band, but 
eventually gave up on the idea because he had ‘never painted with oils 
before |...].. Eventually, the artist settled for fantastic imagery, insipred by 


fairytales from Northern Europe, closely associated with woods and nature. 
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Donwood and Yorke, under the pseudonym Zachariah Wildowood, drew 
fantastical and spiritual imagery; at last, they arrived at the idea of ‘strange, 
multi-limbed creatures that are neither malevolent or benevolent, they re 
simply there, part of the living spirit of the forest.” It is not known wheter 
the title “King Of Limbs’ came before or after the artwork was done. In other 
words, it is not known which idea inspired the other. Either way, the 
album's title is a possible reference to an oak tree of the same name found 
in Savernake Forest, near Tottenham House, where the band recorded ‘Jn 


Rainbows’. 


Reception= 





The change of style in Radiohead's music and the arguably cold result ofa 
studio experimentation-based album wasn't so well recieved amongst 
audiences, at least when compared to previous efforts by the band. Yorke: "| 
can see why it's alienated people |...| I didn't realize it was its own planet.” 
Commercially speaking, "The King Of Limbs’ was Radiohead's worst 
performing album in a long time, and the first not to reach Gold certification 
in the U.S. This is strongly linked to the lack of promotion by the band and 


to a lack of immediate tour in support of the album: “The King of Limbs” was 
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released in February 2011, but its tour started in 2012. However, it is 
estimated that the online sales of the album combined with the physicial 


purchases exceed the sale figures reached by any Radiohead album. 


Metacritic 88/100 
AllMusic 4.5/5 
Entertainment Weekly A 
The Guardian 5/5 














NME 9/10 
Pitchfork 9.3/10 
Q 5/5 
Rolling Stone 4.5/5 

















Music= 





“The King of Limbs’, as I've already mentioned, is essentially a studio album 
created by putting various loops and samples together. This is particularly 
notewhorty for a band like Radiohead, famous for recording most of their 
studio material live, with some overdubbed arrangements added later on. 
So the style in this album is constrastingly different, and as such, it is 
strongly based on rhythm, the musical element that arguably stands out the 
most in the songs. O'Brien: “Rhythm is the king of limbs! The rhythm 
dictates the record. It's very important. This somewhat new change of 


priority comes from the rhyhthmic nature of sampling and looping, so 
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essential to genres like Hip-Hop, Electronica or Trip-Hop. Yorke: “Almost 
every tune is like a collage: things we'd pre-recorded, each of us, and then 
were flying at each other. You get to a point where you think, ‘OK, this bit 
needs a big black line through it.’ It’s like editing a film or something. I 
don't think we really genuinely thought anything would come out of it, 
certainly not an entire record.’ But logically, problems were bound to arise 
as soon as the band started to plan a tour in support of the album: an 
essentially studio album would create its share of problems when played 
live; this is one of the main reasons Radiohead waited a year before touring 
in support of "King of Limbs’. Yorke: “It's‘a backward process, but it really 
exists in another way once you can actually play it.” Indeed, the live 
versions of the songs from Radiohead's eight album present a far more 
organic sound, and sometimes include important rhythmic changes, like in 
the case of both “Little By Little’ and “Morning Mr. Magpie’. For the 2012 
album tour, Radiohead recruited drummer Clive Deamer, whose résumé 
includes playing with Portishead, Jeff Beck and Robert Plant, and also with 
his own Jazz ensemble Get The Blessing. Selway reported he had ‘loved his 
drumming for ages:, and that "He seemed like the natural person to go to." 


Hence, Radiohead toured as a six-piece, featuring two drummers and a 
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six-piece, featuring two drummers and a considerable emphasis on 
rhythm; in 2016, Deamer would repeat the experience on yet another 
worldwide tour. Overall, "The King of Limbs’ represents another phase of 
Radiohead's constant experimentation and hunger for developing new 


music, and new ways to create it. 
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Gf BLOOM 


Featuring three different simultaneous rhythms, a wind arrangement by 





Jonny Greenwood and lyrics concerning transcendence and rebirth, Bloom” 
presents the overall sound and character of The King of Limbs’ very clearly. 
This absorbing song has already been established as an essential addition to 
Radiohead s live performances: along with Lotus Flower’ and Reckoner , 
“Bloom” was the most performed song in the band's 2012 tour, and in the 
time span of just two tours it has been such a common live track, that it 
already ranks amongst the band's most performed songs ever. Talking to 
Rolling Stone in 2012 about recording the album, Ed commented: The brick 
walls we tended to hit were when we knew something was great, like 
‘Bloom, but not finished. We knew the song was nearly something. Then 
Colin had that bass line, and Thom started singing. Those things suddenly 
made it a hundred times better. The other stuff was just waiting for the right 
thing.’ Through this quote, it seems logical to assume that the rhythmic 
aspects of the track were its basic (and first) elements. However, like with 
most of the songs on ‘The King of Limbs”, there is not much information 
available on the background or inspiration of "Bloom", mainly beacuse of a 


lack of insight from Radiohead themselves. 
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Open your mouth wide 

A universal sigh 

And while the ocean blooms 
It's what keeps me alive 

So why does this still hurt? 
Don't blow your mind with why 


I'm moving out of orbit 
(Turning in somersaults) 
Turning in somersaults 
(A giant turtle's eyes) 

A giant turtle's eyes 
(And jellyfish float by) 
And jellyfish float by 


(It's what keeps me alive) 
Deeply spiritual, “Bloom” is a clear example of Yorke's common use of 
allegory, which is often found through Radiohead's discography. This is 
clearly seen in the song s title, which encapsulates the song's overall 
interpretation. Bloom’ can be defined in a variety of ways (the flower of 
a plant, fowers collectively; state of having the buds opened; a flourishing 
and healthy condition; the time or period of greatest beauty and artistry; 
a glow or flush on the cheek indicative of youth and health...), and they all 
share a positive and vitalist character. Some of the major themes in 
“Bloom” are the concepts of beginning, knowledge, truth, rebirth, and 
nature. Like in "Reckoner", Yorke's message is not aimed at anyone in 


particular, but rather at all in general: “a universal sigh’. Another idea 
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essential to the song's lyrics is that of movement. Or, more accurately, the 
lack of movement. Once Yorke has presented his idea of a new change and 
a new beginning, he illustrates how this has to happen by employing the 
imagery of a somersault, a different way of moving from the one we are 
used to. Thus, Yorke links rare and uncommon physical movement to 
positive and liberating emotional one, subtly establishing the need to 
move "out of orbit". Nature, so central in the artwork of the album, is also 
present in the song: the ocean, and to a lesser extent, jellyfishes and 
turtles are present in the words. This intricate song can be easily linked to 
a generally positive message; but in the song Yorke is describing a method 
for turning away from negative concepts, in order to embrace positive 
results: the message is positive, but only beacuse the background 
Situation is clearly pessimsitic. In "Bloom", Yorke expresses hope above 
everything else, stating “it's what keeps me alive . It is not unlikely that 
“Bloom , like many other Radiohead songs, was inspired by climate 
change, a topic Yorke refuses to shy away from, and which would explain 
the constant allusions to nature and awereness in the lyrics; the idea of 
unity expressed in the lyrics can also be easily related to this topic. 


Musically, the first track on "The King of Limbs’ also displays the need for 
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unity and evironment present in the lyrics: with the exception of Yorke's 
main vocals, the musical elements in Bloom’ tend to work together in 
order to create an overall ambience (although this is quite debatable, 
since the same case could be argued about many songs in which this idea 
wasn t mentioned). Written in Am, one of the major elements of “Bloom, 
as I've already pointed out, is its feature of polyrythmics. There are three 
main basic beats through the song: Jonny plays a marching band-like 
snare monotonous idea and Selway plays a fast beat on the cymbals. The 
missing element from this equation is a frenetic rhythmic ostinato played 
on a Roland SPD-S drum pad, played by Deamer when the song is 
performed live. The studio version of “Bloom” differs quite considerably 
from the live version since the latter is faster; thus, the rhythmic nature of 
the track changes when played live, and it also includes drumming fills 
not present in the studio version: when Radiohead performs ‘Bloom’ live, 
they present a somewhat more dramatic version of the song than that of 
the studio album. But the first thing heard in “The King of Limbs” is 
melodic idea in 7/4, which is subsequently looped: 

Starting and finishing on dominant E, 


a = If F p =: r J = this brief descending idea comprises 


Am and its adjacent notes 
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The beginning of the idea is looped, leaving a continous and fast reptition 
of D-E as the rhythm joins the track. But before the drums enter, O'Brien 
plays notes D and G through a highly manipulated electric guitar. Hence, 
the harmony of the song is now situated around scale degrees iv and VII 
(the continuous reptition of D-E fits well witht these notes, forming a sus2 
and an Em sonority respectively). The last instrument to join the song 
before YorKe's vocals is Colin's melodic bass, which finally reinforces the 
verses movement on D and G given that its figures include mediants. 
“Bloom, like “I Might Be Wrong’ or ' Packt’, displays yet another example 
of a slow creation of an accumulative groove, in which musical elements 
are added (almost) one by one to the song in order to consitute a whole 


basic idea. Once this happens in "Bloom’, Yorke starts singing: 




















i > a 
6. oe ——— a a 


pen your mouth__ wide, 


Thom Yorke's highly dramatic melody starts on tonic of home Key A, which serves the dominant 
of Dm, and then ascends and undulates between C and D. Thus, as the harmony changes to 
subtonic G, Yorke accentuates its dominant. This basic melodic idea includes some important 
variations: sometimes Thom finishes on a lower G, while others he ascends climatically to a high 
E (mediant of home key Am) 


The song's chorus is interesting due to its instrumental nature: Yorke 


initially imitates Jonny's wind arrangements with wails, and then leaves the 





828 


latter as the song's main focus. The role of main melody in this track is 


relegated exclusively to vocals and to these arrangements. 
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é St _ Jonny's flugelhorn arrangement spans a major sixth, from C to A 
F F F (which appears only once), and as such, includes all of the notes 


from the triads formed from both tonics in the Key of Am. 





After a highly dramatic instrumental section, the verse returns with slight 
variations and new elements; however, after this second verse the song 
ends just as Colin's bassline finishes. The song's Am tonality isn't 
reinforced directly in any section of the song, although the notes that crate 
its minor triad are present throughout. Thus, by the song's ending, Dm has 
been automatically assumed as home key by perception, and this is clearly 


seen in Colin's bass being the final instrument in the song, given that its 
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final figure ends on D. In general, “Bloom” presents the Radiohead of King 
of Limbs" very clearly, and introduces the new style presented throughout 


the band's eight effort as drastically as it can be. 





Ed O'Brien= Cithiecte 
P. Selway= Drums 
EVA ible Em ahetexcateleyae 





Noel Langely= Flugelhorn 





©? MORNING MR. MAGPIE 





Thom Yorke first performed this song, then known as ‘Good Morning Mr. 
Magpie’, or as ‘Good Morning Mi Lord’, as an acoustic number in the 
band's fourth webcast in late 2002. Nearly 10 years before the song was 
eventually released, its strcuture, lyrics and syncopated nature were 
aready present: the problem, as is common with Radiohead, was the 
song s arrangement. While the band was working on “Jn Rainbows’, they 
attempted to record the song, but it was eventually confined to the “pile” 
of unused and uncomplete songs. Although the version featured on “The 


King Of Limbs" is already quite tight and rhythmically firm, the live version 
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of the track is more frenetic and arguably more agressive. 


You got some nerve coming here (x2) 
You stole it all 

Give it back 

You stole it all 

Give it back 


(Verse 1) 


Good morning, Mister Magpie 

(Chorus) How are we today? 
Now you've stolen all the magic 

| turn my back, walk away 


You know you should 

(Verse 2) But you don't 
You know you should 

But you don't 


(Chorus) 


A magpie is a bird from the crow family, widely considered to be one of 
the smartest animals on Earth, and one of their most distinguishable 
characteristics is its tendency to steal. In British tradition, spotting a 
magpie is a sign of bad luck, and the supresition dictates that in order to 
ablish the bad omen, one must salute the bird. There are different 
variations of the words used, but the one related to Thom Yorke and 
Radiohead is ‘Good morning Mr. Magpie. How is your lady wife today?’. 
This common phrase refers to the empathic hope that the magpie has a 


partner, only that it isn t with the bird at the moment. This 
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caricaturesque phrase is much darker when Yorke adapts it and 
transforms it into a sarcastic comment about stealing, which further 
connects the magpie allegory (created from superstition) to the song's 
theme. Being somehwat familiar with Yorke's use of language, it seems 
quite obvious that the allegory indirectly mocks how the situation has 
been created from tradition and comfort, and this has lead to many 
interpretations, amongst them, politics, in which people are equaled to a 
bird who willingly steals from the narrator ("You know you should, buy 
you don't’). But the “magpie’ can also be interpreted in a variety of 
different ways: mental illness, a reference to inspiration vanishing, the 
information age... Using a bird as the key resource to express the song's 
meaning also links strongly “Good Morning Mr. Magpie’ to the recurrent 
theme of nature found in ‘The King of Limbs’. 
The second track on the album also presents the new rhythm-inclined 
Radiohead style in a very drastic manner: the beginning of the song 
presents three instruments, two guitars and drums, the former of which 
form a melodic counterpoint; nevertheless, rhythm is still the most 
important element of the song, and the way in which this element is 


displayed in the song sounds somewhat mechanical and robotic. 


832 
The guitars form a counterpoint texture, which will only become more prominent 
as the song progresses and new figures are added; staccato articulation is 
essential in the rhythm. One guitar maintains a monotonous repetition of C (as 
eight notes), while another guitar accentuates Bb and A: thus, the verse bares a 
C7 and C6 sonority. After the basic elements of the track are presented, another 
guitar, considerably spacier than the first two, enters the texture. The song's 
tonality could be identified as F major, a chord that Is never reinforced (since it 
never appears), or as C mixolydian and briefly, C locrian in the chorus. 


(Joins after 8 bars) 
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Yorke's vocals continue the idea of harmonic ambiguity presented in the 


verse: they describe a Bb6, Dm7 and Gm(maj7): 
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br _ However, both ideas end on a note that belongs to C 
p F p F p major: dominant G 


_——— here, 








Some bars after the vocals join the song, Colin's melodic bass enters the 
song and forms a four-voice counterpoint (along with the three guitars), 
which can also be viewed as an arguable five-voice counterpoint if we 
take in consideration Yorke’s vocals. Colin's bass figures reinforce the 
song's C-based tonal center and the C7 and C6 sonority of the verses by 


palying Bb and then A. 
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The song's chorus is intially based on C7, but by the end of the passage has 
changed to C locrian, which Yorke accentuates by singing Ab. In this 
section there are some instrumental changes: the bass stops, an ambient 
(and rather gloomy) synthesizer is introduced and one of the guitars 
imitates Yorke's vocals; however, the first two guitars continue with the 
same figures and rhythms, which also happens to the drums. After the first 
chorus, the song briefly returns to an instrumental version of the verse 
(with some minor variations), and then quickly moves to an ominous 
bridge based on C7, Cb6 and C7 again. The chromatically disruptive 
second chord from this progression is accentuated by Yorke s wail on Ab, 
which forms a phrygian sonority on a vocal melody based on C dominant 
G. The bridge is backed by a discreet electronic beat, a bass figure that 
never leaves C major (and as such, causes important harmonic tension 
when the guitar briefly changes to Cb6), ambient synthesizers and 
overdubbed panting vocals. As the section moves forward, it sounds more 
dramatic, and eventually segues into a repetition of the verse. The song 
ends with a deliberately dark version of the chorus, backed by 
manipulated vocals and increasingly prominent sound effects. The version 


of the song Radiohead arranged for live performance presents the same 
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harmonic and melodic characteristics that the studio version, but the 
rythmic displacement and overall dynamics of the live arrangement of 
“Morning Mr. Magpie’ are considerably more dramatic and pronounced 
(which has to be thanked in no small part to Clive Deamer's metronomic 
playing);-the live version also ends with a ritardando and doesnt include 
ambient keyboards. 

The second piece on Radiohead's eight album has been featured in the 


band's live shows considerably since it was released in 2011. 


yod= Bass 






Ed O'Brien= Guitar 
P. Selway= Drums 








QO LITTLE BY LITTLE 


The phrase little by little’ was featured in a Radiohead webcast from 





2007, although it is not known if there is any connection between this 
event and the song of the same name released on 2011. On the other hand, 
itis known that Jonny Greenwood composed the score for the 2010 movie 


adaption of Haruki Murakami's 1987 book "Norwegian Wood", a work 
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that employs the phrase ‘little by little’ a considerable number of times, 
so there might be some relation between the song and Jonny's work on 


the movie (needless to say, this is merely a speculation). 


Turn to nasty now 

The dark cell 

The pillar of my soul 

The last one out of the box 
The one who broke this spell 


(Verse 1) 


Little by little by hook or by crook 
I'm such a tease 

And you're such a flirt 

Once you've been hurt 

You've been around enough 


(Chorus) 


Little by little by hook or by crook 
Never get earnest 

Never get judged 

I'm no idiot 

| should look 


Your clue on hold, snapped up 
Crawling with my love 

The last one out of the box 
The one that broke the seal 


(Verse 2) 


Obligation 

Complication 

Routines and schedules 
A job that's killing you 
Killing you 


(Bridge) 


(Chorus) 
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There are varying versions of the lyrics, depending on the source. The 
basic theme expressed in the song is one of dangerous monotony and 
competitivity, which fits especially well when taken in context of our 
modern society and its big corporations. The song's title is a reference to 
how, slowly but steadily, people tend to follow their dark sides (Turned 
so nasty now’ /"The dark’s there /the pillar of my soul’) and do 
whatever it takes to get what they achieve (this is obsession referenced 
in "by hook or by crook’, an english phrase that could be identified with 
“by all means necessary ); in the end, and little by little’, people end up 
giving themselves up in the name of profit. The verses and chorus aren't 
necesarilly negative, but mainly serve as an explanation of the situation; 
the real consequence of this ‘dark side’ the narrator is slowly turning to 
is presented in the bridge: obligations, complications, routines, 
schedules, and “a job that's killing you" (which has also been heard as 
“drug that kills you"). “Little By Little", hence, is an explicit attack on 
modern values, and as such, is connected directly to the themes found on 
“No Surprises and to its generally anti-capitalist message. 
Musically, “Little By Little’ incorporates rhytmic disaplcement as an 


essential element: the song's rhythmic instruments (drums, both 
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electornic and acoustic, and possibly South American percussion) tend 
to follow the basic 4/4 o the song, accentuating beats 2 and 4; however, 
the guitars always accentuate the off-beats, and this syncopation causes 
some initial confusion on which instruments are accentuating which 
beats; these rhythmic complications are even more prominent and 


drastic.in the live version of the song. 
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The guitars, tuned as drop D, form an ambiguous counterpoint: one describes 
the basic harmonic movement on the verse (notes F-E-D/G-F#-D/Bb-A-D/C-B- 
D), while another one maintains a basic D eight note throughout and also 
presents the harmonic movement, only on a lower register. The song's D- 
based tonality is presented clearly from the beginning of the song: an acoustic 
guitar (O'Brien's when the song is played live) strums D major, while the 
harmonic movement of the song always returns to D and the lowest guitar 
maintains a D pedal throughout the section. 



































But the song's tonality remains unassured: while one guitar strums D, the 
others describe a highly chromatic idea, which includes notes from both D 
major and D minor: F, Bb and C belong to Dm, while F# and B indicate D 
major. This ambiguous harmonic movement is accentuated by playing the 
mentioned contrasting notes in closely situated bars. The song bares the 


same D major/minor personality presented in "The National Anthem . 
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Yorke's verse vocal melody includes important chromtiac notes and 
follows the descending harmony quite closely; Yorke describes a subtle 
locrian scale. The song's chorus is also based on a D major/minor split 
personality, and strongly accentuates the minor second contrast between 
mediants F and F#; meanwhile, the guitars describe a new counterpoint 
melody, which also reinforces the ambiguous D-based tonality of the 
section. The song's second verse is almost excatly like the first except for 
the addition of a hi-hat in the rhythm. Afterwards, instead of going to the 
chorus again, the song moves to a bridge based on G5-Ebmaj7-D/F#-D5. 
This brief section sounds particularly sudden given that it is the first 
moment in the song the guitars are more prominent than the percussion, 
since the latter briefly stops (or at least an important part of it stops). D is 
reinforced in the section, but is also disrupted as chromatic Neapolitan 
chord Ebmaj7 (with its corresponding phrygian sonority) is introduced in 
the bridge's progression. As the bridge finishes, the song moves to a 
second, and final, repetition of the chorus; as a device to signal the section 
as an outro, various sound effects and aural manipulations are added into 
the song's finale. 


“Little By Little’ was played only a handful of times on the tour in support 
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of “The King Of Limbs”. 


Ed O'Brien= Guitar 
P. Selway= Drums, percussion’ 








‘Feral’ is commonly used to describe something wild and undisciplined, 
which is as somehwat apt description of the fourth track on ‘The King of 
Limbs’. Although the song might seem like an instrumental given that 
Yorke's vocals are highly manipulated and seem like just another 
instrument (like an extreme ‘Kid A"), the song includes the lyrics “You are 
not mine. And | am not yours. And that’s okay. Please don’t judge me.” These 
words have been infamously transcribed by some listeners as "Jew, Don't 
shoot me." The song is written on Gm, and its harmony is based on 
different inversions of this chord, played by a highy manipulated guitar. 
The percussion in the song displays particularly displaced syncopation, 
and constitutes by far the backbone of the entire piece. As "Feral" 


progresses, new elements are added to its layered texture. 
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©? LOTUS FLOWER 


“Lotus Flower" was premiered as an acoustic number on a live 


performance at a 2009 gig of the Thom Yorke project that eventually 


came to be named Atoms For Peace. Although “The King of Limbs’ didn't 


produce.any singles, it did spawn the considerably popular and viral 


music video of ‘Lotus Flower’, which garnered the song, and the album, 


quite a lot of attention. This song and it lyrical imagery is yet another 


connection to the recurrent theme of nature found through Radiohead's 


eigth album: 


| will shape myself into your pocket 
(Verse 1) Invisible 
Do what you want 

Do what you want 


| will shrink and | will disappear 
| will slip into the groove and cut me off 
And cut me off 


There's an empty space inside my heart 
Where the weeds take root 

And now I'll set you free 

I'll set you free 


(Pe-chorus x2) 


Slowly we unfurl 

(Chorus) As lotus flowers 
‘Cause all | want is the moon upon a stick 

Just to see what if 


841 
Just to see what is 
| can't kick your habit 
Just to fill your fast ballooning head 
Listen to your heart 


We will shrink and we'll be quiet as mice 
And while the cat is away 

Do what we want 

Do what we want 


(Verse 2) 


There's an empty space inside my heart 
Where the weeds take root 

So now I'll set you free 

I'll set you free 


(Pre-chorus/Bridge) 


‘Cause all | want is the moon upon a stick 
Just to see what if 

Just to see what is 

The bird lights float into my room 


(Chorus) 


In Buddishm, Hinduism, Sikhism and Jainism, the lotus flower, refered to 
as ‘Padma’, is of highly important significance, and serves as a symbol for 
purity and beauty (in 2004, Third Way magazine asked Yorke about his 
relationship to Buddishm: ‘I've totally just dipped my toes in and walked 
away, you know? Because there's this whole lifestyle thing about it as 
well I find really odd.") As such, “Lotus Flower" is linked thematically to 
“Bloom , a spritual song about knowledge and rebirth; however, the 
allegory of a flower and of nature as a representation of these themes is 


also shared in both songs. But “Lotus Flower’ is often interpreted as a 
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rather direct allusion to how this themes of spiritual awakening are 
possible: music. As such, the first verse describes how by listening to a 
song, the performer can get inside your mind and be of importance, but at 
the same time stay ‘invisible’, and simply ‘slip into the groove . But Yorke 
seems to be well aware that his music can be useful to someone else 
beside himself: "I'll set you free’. But the chorus presents some major 
problems, since Yorke cannot compete with a modern age ‘fast-ballooning 
head’, who can't leave his “habit; Yorke is now refering to our present 
day mentalities as an addiction, which we must leave behind in order to 
“unfurl”, and be as pure and as spiritually beautiful as a lotus flower. And 
to do this, Yorke seems to say, people have to ‘listen to your heart’. The 
second verse might be interpreted as an allusion to finally being free from 
all the unecessary situations our modern minds put us through; if we let 
g0, we can do what we want’, since ‘the cat is away : an allegory refering 
to no pressures and no worrying situations. From these words, the listener 
can infer an important quantity of political connotations, altough Yorke's 
message goes beyond politics, since it is aimed at spirituality, 
transcendence and rebirth. However, ‘Lotus Flower’ has also been 


interpreted as a song about sex, relationships, or even drug addiction. 
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“Lotus Flower" is arguably the most commercial and ‘listener-friendly song 
on ‘The King Of Limbs”, which is reinforced by the band's decision to 
release a music video for this song above all others. Backed by a propulsive 
and nearly ostinato rhythm (accentuating beats 3 and 4 in the verse, and 2 
and 3 anda half in the chorus), Lotus Flower’ displays major rhythmic 
devices that are essential to its overall sound; many of these elements are 
various electronic sounds that float around’ in the track (amongst them is 
an ambiguous 5/4 handclapping). The song is written in Dm, although it is 
often disguised as Dsus4; however, the synth bass line in the introduction 


already reinforces the song's tonal center: 
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The bass line starts on D and includes mediant F, and although it also features 
subtonic C and subdominant G, eventually returns to root note D. 


The main chords in the verse are Dm and G, and as such, the song presents 
a dorian sonority (chromatic B natural), is accentuated by both bass and 
vocals when the harmony moves from the first chord to the latter. The bass 
maintains the basic harmonic movement throughout, while various 
keyboard and guitar arrangements layer the texture (many aren't recreated 
live). After an ambient introduction, Yorke introduces what is probably one 


of the catchiest melodies he has ever comitted to tape; Thom sings in a 
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particularly high register (F5 to A6), and sings both the pre-chorus and 
chorus in falsetto effect. In the verses, the singer accentuates B natural, as i 
have already mentioned, and presents the lowest notes in the whole song; 
the F major triad, and both mediant and dominant of Dm tend to appear in 
the verse melody. The pre-chorus is based around a higher F, and briefly 
rests on E, creating a G6 sonority as the harmony changes to the dorian 
character. The chorus introduces on the diatonic progression Bbmaj7-F- 
Gm-F (vi-III-iv-II), which is strongly based on the relative major of Dm 
and on the harmonic stability it creates; a keyboard plays these chords. In 
this section, Thom’'s voice uses all of the notes on the Dm triad, especially 
mediant F, and to a lesser degree A, the highest note in the song. However, 
by the time the section ends and the song returns to the chorus, the vocals 
have ended the idea on the root of tonic D. The second verse includes some 
rhythmic and arrangement variations, but perhaps most important of all is 
its shorter length: this version of the verse is subtly connected to another 
chorus, itself a variation on the original section presented. Although at first 
it seems like it is the same chorus, Yorke suddenly sings a falsetto line 
("Birds they flow into my room’) and the passage reveals itself as 


considerably more atmospheric than the rest of the track. After a final 
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chorus, the song returns to Dm7 as Yorke dramatically repeats the refrain 
“Listen to your heart”. Deeply layered, but also deeply melodic, “Lotus 
Flower’ has been performed frequently since 2010; its live arrangement 


is very close to the studio version. 


| C. Greenwood= 
Ed O'Brien= Guitar 
P. Selway= Drums 








Go CODEX 


“Codex’ stands out amongst the eight songs on ‘The King of Limbs’ due to 





its general character and instrumentation. The song is led by piano, and 
includes strings and winds, both arranged by Jonny Greenwood. This 


delicate piece has been played live only a handful of times. 


Slight of hand 
Jump off the end 
Into a clear lake 
No one around 
Just dragonflies 
Fantasize 

No one gets hurt 
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You've done nothing wrong 
slide your hand 

Jump off the end 

The water's clear 

And innocent 

The water's clear 

And innocent 


“Codex’ sees Yorke leaning on Buddhist concepts once again; but now 
relating to the purity of rebirth, seen as an allegory of baptism. This 
explains why the lyrics revolve around the imagery of a lake. Water is 
used as a symbolism for rebirth; thus, the song is closely connected in 
both allegory and themes to ‘Bloom , where the ocean is an important 
lyrical element. The words also evocate a deeply personal atmosphere 
("No one around’ ), almost magical in a subtle sense ( Just dragonflies, 
fantasize ), but also filled with unexplained remorse and worries 
("Sleight of hand"/ “You've done nothing wrong’ ). The lyric suggest a 
romantic situation located in a lake, and based around a fearful character 
who is scared to actually “Jump off the end into a clear lake’. Although 
the song isn t explicitly Buddhist, it is quite directly aimed towards 
themes of spiritual reawakening and rebirth, and about moving away 
from mistakes. Eventually, the song's protagonist realizes the water is 


“Clear, but most importantly ‘innocent’; as such, jumping on this 
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allegorical lake would represent an spiritual awakening. On a final note, 
the title ‘Codex’ might have many interpretations, bu it is interesting to 
note that the word comes from the latin ‘Caudex’, which refered to the 
‘trunk of a tree’, and, thus, might be taken as yet another connection 
between nature and asong on The King Of Limbs’. 
“Codex’ contrasts with the rhythm-heavy song on the album given that the 
only percussion heard during the whole track is a subtle, albeit constant, 
electronic bass kick that accentuates every quarter note (and sometimes 
adds some eight-notes) of the 4/4 time signature the song moves in. As 
mentioned earlier, the main instrument in the song is a piano played by 
Thom Yorke, over which Jonny adds ambient keyboard textures (these 
could be arguably labeled as programmatic, given that they seem to evoke 
the notion of water). Harmonically, the verse moves through the 
progression C-Bbadd9-Dm-F-Gm-Am-Bb-Am/7-C-Bbadd9-C-Bbadd9- 
Dm (VII-VI-1-III-iv-v-VI-v-VII-VI-VII-VI-1), which is in the diatonic idiom 
of home key Dm; all chords are played in root position on the piano. 
Subtonic C and submediant Bb are featured very prominently in the song, 
and are more accentuated than the rest of the chords, even that tonic Dm. 


The verse, then, presents a rather continous sense of movement, given that 
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the chords change frequently, and are based on unresolved harmonic 
tension, which is finally dissipated as the progression ends on Dm. The 
song's introduction presents only Dm-C-Bbadd9, and also includes a 
wailing vocal melody that starts from A and eventually ends on F: this 


short idea will be repeated after the first verse by both vocals and winds. 
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The melody begins on root D (functioning as mediant of Bbadd9) and descends 
to dominant A. As the harmony reaches Bb again through F, Gm and Am, Yorke 
presentes a quick idea that eventually finishes on F, doninant of Bbadd9. The 
next passage is initially based on G (dominant of C, submediant of Bbadd9), but 
ends up on root D as the harmony returns to the home Key. 


At the end of each verse, a refrain (C-Bb-C-Bb-Dm) is repeated twice. After 


jump off the end__ 


























the aforementioned bridge where the winds are introduced, the track 
moves to a second verse, now backed by a counterpoint and emotional 
wind arrangement. Like in’ Bloom’, there is no chorus per se, but just 
bridges between verses (in both songs, these are highligthed by 
instumental arrengements, neither of which are played by any Radiohead 
members). The only moments of harmonic disruption in the song appears 
after the second verse, and is marked by a dramatic string arrangement 


filled with trills and ascending notes. The harmony briefly changes to a 
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tense, due in no small part to the unsettling strings (courtesy of The 
London Telefilmonic Orchestra, led by Levine Andrade and conducted by 
Robert Ziegler). The chromatic chords Fsus2Zadd#11-Fsus2 /Eadd11- 
Csus2add#11-Bm are presented in this instrumental bridge; although the 
harmony is initially based on Dm relative major F, the use of a rised 
eleventh (B natural) creates a harmonically unstable sound (a D dorian 
sonority), which is made slightly more stable as the bass of the chord 
descends to E and forms a first inversion C major; thus, B natural can now 
be considered as a leading tone degr, now that there has been a sudden 
modulation to C. This new C sonority is further reinforced as the harmony 
moves to Csus2, although a raised eleventh (F#) still sound chromatic; 
however, when the chord descends to Bm, F# now acts as dominant of the 
triad. Finally, Bm descends a minor second and returns to Dm submediant 
Bb. To make this instrumental section even more disruptive for the listener 
(and to cause more relief when the harmony reaches the diatonic idiom of 
Dm again), Fsus2/Eadd#11 is played as a 5/4 bar. The strings decay as the 
harmony returns to Dm, and eventually the song ends subtly on the home 


key. 





@P GIVE UP THE GHOST 


The mournful “Give Up The Ghost’ had its live premiere as an acoustic 





number performed in a Thom Yorke concert in 2010. The studio version of 
the piece features only Yorke and Jonny, and much like the preceeding 
track, "Codex", sounds contrastingly different to the other 6 tracks on the 


album, all considerably rhythm-inclined, and based on layered textures. 


Gather up the pitiful/Gather up the lost and their souls* (don't hurt me) 
In your arms (don't hurt me) x4 

What seems impossible (don't hurt me) 

In your arms (don't hurt me) 

| think | have had my fill (don't hurt me) 

In your arms (don't hurt me) x4 

| think | should give up the ghost (don't hurt me) 

In your arms (don't hurt me) x10 


The phrase ‘Give up the ghost’ is often used as a reference to dying, but 
also to quitting or ceasing in general. But this song can be essentially 
interpreted as a track about redemption; the few words in “Give Up The 
Ghost’ and the highly ample connotations they include can be interpreted 
in a variety of ways, but all of them relate to the universal themes of 
rebirth and spirituality presente in earlier songs from the album. 
Musically, “Give Up The Ghost” is based on Yorke's acoustic guitar, which 


plays the chords D-Dsus2-Dsus4-Asus4-A7sus4 (V-i1); this progression 
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based on dominant and supertonic is maintained until the song's outro; 
the chords create a subtle sense of suspended harmony, which, never the 
less, is also percieved as being in constant movement. Home key G major 
is never clearly established, and arguably isn t even hinted (the verse 
harmony might also be interpreted as D mixolydian, or as A dorian). To 
express the feelings and character of such a profound piece, Yorke and 
Greenwood employ various arrangements, mostly electronic, which help 
create an overall ambient texture. Overdubbed and intentionally ghoulish 


vocals resonate through the song, while a bass electronic beat is also 











. , | th : : 
maintained monotonously 9 +4 


oO o 











Although the rhythm in the song is much simpler than that of preceeding 
songs, it also presents syncopation, a trademark throughout “The King of 
Limbs’; Yorke also accentuates this rhythmic idea by hitting the body of 
his acoustic guitar. But the song is introduced by the aforementioned 


vocals: 
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These ostinato vocals reinforce the sus2/sus4 sonority of D, and the minor 
seventh character of Am 
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the lost and their souls 














Although G doesn't appear at any point in the song, the vocal melody in the 
verse describes its major triad, beginning on mediant B, ascending to 
dominant D, and eventually ending on root G. Yorke's vocal work in the 
verse is very characteristic for a sonority that may be interpreted as modal 
mixture. The refrain of the verse often includes wailing ornamentation. 
Meanwhile, Jonny Greenwood layers the section by adding a subtle guitar 
figure that describes D and Am, although in an arguably ambiguous 
manner; as the verse progresses, new ambient elements are added, mostly 
highly manipulated vocals. Halfway through the track, the harmony 
suddenly changes to Bm/F#-F-C, and Yorke emotionally sings the song's 
title. The chords indicate a very brief modulation to C major, subdominant 
of G, which serves as a dramatic resource in accentuating the section (the 
climax of the song). As Yorke maintains G through both F (serving 
assupertonic) and C (serving as doninant), he then quickly indicates a 
modulation back to G major by singing F#. As the song returns to this 
tonality, it moves to an ethereal outro in which there is no specific 


prominence or accentuation of any element; this final section has a 
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duration of nearly two minutes. 
“Give Up The Ghost’ has been performed very frequently since the 
album's release. Although the personnel form the studio version might 


not be clear, it is probably the same as when performed live. 


J. Greenwood= Guitar, programming 











©? SEPARATOR 





“Separator was premiered at the same gig that “Give Up The Ghost’, 
altough back then it was called "Mouse Dog Bird’. The last song on the 


album is also the longest, clocking in at 5:20. 


It's like I'm fallen out of bed 

From a long, weary dream 

The sweetest flowers and fruits are hanging from trees 
Falling off the giant bird that's been carrying me 

It's like I've fallen out of bed 

From a long and vivid dream 

Just exactly as | remember 

Every word 

Every gesture 


And my heart, in my mouth 
Like I'm fallen out of bed 
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From a long and vivid dream 
Finally I'm free of all the weight I've been carrying 


And as that woman blows her cover 

In the eye of the beholder 

I'm a fish now out of water 

Falling off a giant bird that's been carrying me 


| fell open 

| laid under 

At the tip out 

| was just your number 
| want stay on it 

And get back under 


And if you think this is over 
Then you're wrong 

If you think this is over 
Then you're wrong 

If you think this is over 
Then you're wrong 


(Wake me up, wake me up) 

If you think this is over 

Then you're wrong 

(Wake me up, wake me up) 

Like I'm fallen out of bed 

From a long and vivid dream 

Finally I'm free of all the weight I've been carrying 


When at last you'll give in (x2) 
Wake me up (x8) 


“Separator is meant to express a sense of ambiguous closure regarding 
the spritual themes found through the album, and serves as a mean to 


end the narration on "The King Of Limbs". But, as the song's refrain 
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indicates, things are far from really being over. ‘If you think this is over 
then you're wrong’ represents the central idea of ‘Separator , and as 
such, instantly relates the track to the theme of rebirth, explored earlier 
in the album. Since the song is placed after “Give Up The Ghost’, which 
deals explicitly with death, the lyrics of Separator" can be more easily 
interpreted as being about rebirth after death (although not necessarilly a 
physical death). As such, the last song on the album subtly brings the 
whole work full circle, as its theme is closely connected to the words 
found on “Bloom”. The imagery on the song, albeit dreamy and somewhat 
unreal, seems to be positive and cheerful, and probably serves as a 
representation of the feelings created by this rebirth; Yorke also sings 
about this newfound state very directly ("Finally I'm free from all the 
weight I've been carrying’ ), and also presents glimpses of the recurrent 
theme of nature found through the whole album by establishing an 
allegory where the narrator is represented through a fish that has finally 
fallen off “a giant bird that's been carrying me’, an obviously lethal 
situation. Hence, Yorke is finally free from the constant worry of death, 
probably a considerable part of the “weight” he has finally stopped 


carrying. Separator’ talks about death, but not as a problem, or a cause 
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of fear (as Thom had done 16 years earlier on Street Spirit ). Instead, 
the singer now considers death to be just another step in existence: the 
act of dying is now seen from a positive point of view, since Yorke seems 
to be sure that thinking of death as an ending is “wrong ; Buddishm has 
been present throughout the whole album, and reencarnation is the 
main theme of the song which brings closure to Radiohead's eight studio 
album. Musically, the lyrics are reinforced by a bright-sounding track, 
backed by a constant and driving drumbeat (with strongly accentuated 
syncopation), that presents an overall sound very characteristic to the 
rest of the songs on the album. The song is written on Bb, and this tonal 
center is reinforced during the song by an ambient Keyboard. Intially, 
“Separator stands out for its simplicity, since its main focus is the 
texture created by keyboards and drums; as Yorke's vocals begin, it 
becomes clear that this song shares a common characteristic with: 


"Lotus Flower’: a driving vocal melody. 
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It’s like I’ve fall - en out of bed from a long and vi-vid dream, 





























The melody quickly ascends from lower dominant F to root Bb, mediant 
D and supertonic C; however, Ab is suddenly introduces, giving the 
passage a mixolydian sonority 


857 
Colin Greenwood's melodic bass enters the song at the same time that 
Yorke's vocals, and forms a complimentary counteproint with the singer. 
The vocal melody, nevertheless, is soon changed to a higher idea based 
around Bb mediant D, that also includes a subtle contrast between 
chromatic C# and C natural. This melody could be considered as the 
chorus, but the structure of ‘Separator’ is quite ambiguous, precisely 
beacuse the rhythm and harmony (the track could be considered as being 
in an indirect Eb major, or on Bb mixolydian, since it moves between Bb 
and Ab) remains through its 5 minute plus duration; as the song 
progresses, what changes is its texture. In the second verse, manipulated 
vocals are introduced on the right side of the speaker, adding to the song's 
ambience; moments later, the first guitars in the song present sparkling 
figures /arrangements, and the song slowly starts aiming for a climax, 
primarly aided by the appeareance of new elements (amongst which there 
is a wailing synthesizer, reminiscent of "Meeting In The Aisle’ ). Like in 
many songs on “The King Of Limbs’, the song's outro presents a section 
where there is no specific center of attention: the musical elements of the 
song work as a whole to create a sense of texture, upon which the same 


elements slowly dissipate. “Separator could be labeled as subtle and 
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somehwat cheerful, and works as a fitting ending to “The King of Limbs’, 
both musically and lyrically, since it presents the album's personality 
very clearly. 
The final track on the album has been performed.a considerable number 


of.times since its release. 


| J. Greenwood= Guitar, keyt 
C. Greenwood= Bass 





Ed O'Brien= Guitar 
P. Selway= Drums 
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Musically, Radiohead's eight studio album (the shortest in all of 
their career) has proven to be another important step forward in 
the band's experimental and constantly expanding musical palette. 
On "The King of Limbs’, the focus on rhythm and texture that was 
already presented on the previous studio effort was taken to a 
higher level, and lyrically, Thom Yorke had never been so 

concerned with spiritual /vitalist themes, although this was also 
already being forshadowed on ‘In Rainbows’. However, the intially 
negative reaction to the work, still somewhat palpable to this day, 
isn't surprising, given that the album represented an important shift 


in style. Over the years following its release, the songs on ‘The King 





of Limbs" have proven to be material that works better for live 








shows, since these arrangements increase the level of energy and 
rhythmic focus, which are essential to the compositions in the 


album. 
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Radiohead also recorded six studio singles between 2009 and 2011: 


Harry Patch (In Memory Of) 





(2009) 


These Are My Twisted Words 


(2009) 


Supercollider/The Butcher 


(2011) 





The Daily Mail/Staircase 


: fom Tem 1 (2011) 
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0 HARRY PATCH (IN 
MEMORY OF) 


Harry Patch was the last surviving combat soldier from the First World 











War, where he fought on the trenches on the Western Front. On July 2009, 
Patch died aged 111; at this point, he was the oldest man in Europe. 
Almost four years earlier, on December 2005, the war veteran gave an 
interview on BBC, and this broadcast impressed Thom Yorke so much that 
the singer eventually wrote a song inspired by it. On August 5 2009 the 
song was premiered on BBC Radio 4; later in the day, Thom posted on the 
band's website: “Recently the last remaining UK veteran of the 1st world 
war Harry Patch died at the age of 111. I had heard a very emtoional 
interview with him a few years ago on the Today program on Radio4. The 
way he talked about war had a prfound effect on me. It became the 
nsipration for a song that we happened to record a few weeks before his 
death. It was done live in an abbey. The strings were arranged by Jonny. | 
very much hope the song does justice to his memory as the last survivor. 
It wouls be very easy for our generation to forget the true horror of war, 


without the likes of Harry to remind us. I hope we do not forget." The 
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song, approved by the Patch family, soon became avaliable for online 
purchase for the price of 1 pound. All proceeds were donated to The 
Royal British Legion (the song was re-released as a single in 2016, witha 
new artwork by Donwood). Radiohead has never performed the song 
live, altough it was soundchecked as an acoustic arrangement shortly 


after its release. 


| am the only one that got through 

The others died where ever they fell 

lt was an ambush 

They came up from all sides 

Give your leaders each a gun and then let them fight it out themselves 
I've seen devils coming up from the ground 

I've seen hell upon this earth 

The next will be chemical but they will never learn 


The lines “Give your leaders each a gun and then let them fight it out 
themselves’ and ‘The next will be chemical but they will never learn’ re 
directly taken from quotes by Patch himself, spoken during the BBC 
interview of 2005. These lyrics are the most explicitly anti-war that 
Thom Yorke has ever committed to tape. Although political themes are 
present in many Radiohead albums, they are hidden by Yorke's common 


use of allegories and imagery. But on Harry Patch", Thom speaks clearly. 


863 


The song feature sonly one Radiohead member, Thom Yorke, backed by 
an orchestral arrangement by Jonny Greenwood. The strings add a 
continously ethereal sound, upon which Yorke then presents a 
particularly falsetto-inclined vocal melody. The harmony of the track is 
initially simple, moving around D-G (I-IV) played as descending 
arpeggios, and then around A-D-G (V-I-IV); this last section is backed by 
a particularly emotional string section. However, an instrumental bridge 
that presents the progression Gm/Bb-F/A-Bbmaj7-Am7-C-G soon 
replaces the verse. The entrance of this new harmony is suprising given 
that the vocals and strings hint at the appareance of a plagal cadence 
from G to home key D, but instead, the listener is suprsised by a sudden 
parallel G minor. The bridge, initially a moduation to F, then modulates 
once again, eventually returning to the song's original key of D major. 
The song ends with a return to the first structure, which then becomes 
an ambient instrumental outro; the song finishes in a harmonically 


ambiguous combination between D and G. 
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©? THESE ARE MY TWISTED 
WORDS 


“These Are My Twisted Words’ was released on August 2009, although 








there are reports of the song being sounchecked in March of the same 
year. The song first got to the public as an online leak by a user named 
crza, who must have been either a band member or someone working for 
them. The unusual method of release Radiohead presented for In 
Rainbows’ was now taken to a different level: after the excitment 
generated by this leak, the band posted "These Are My Twisted Words” for 
free download on their website. The same day, the band's webiste also 
presented commentary by Jonny Greenwood: So here's a new song, 
called "These Are My Twisted Words’. We've been recording it for a while, 
and this was one of the first we finished. We're pretty proud of it.” The 


track eventually recieved its live premiere later in the year. 


These are my twisted words 
When | feel you still walking 
| Know | should not look down 
But I'm so sick of just talking 


When are you coming back 
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| just can't handle it 
When are you coming back 
| just can't handle it 


When are you coming back 
| just can't stand it 
| just can't handle it 


Thom Yorke's vocal work in the song is particularly subtle given that his 
voice isn t heard until near the song's ending. Since there are no quotes 
by Yorke (or indeed, by any band member) concerning this song, its 
lyrical inspiration and thematic remain somehwat of a mystery. The 
narrator in the song expresses his need for someone to come back, 
which links the track to longing, desire, or maybe even obssession; but 
there is little else we can do to come closer to Yorke's view of the lyrics. 
Musically, “These Are My Twisted Words’ presents a sound very similar 
to the character on "The King of Limbs’; nevertheless, this album was 
still two years away when this song was released in 2009. Hence, the 
new track served as an early indication of the music where Radiohead 
was moving to in late 2009. “These Are My Twisted Words’ is 
commmonly linked to Krautrock, a musical genre Radiohead has always 
been fond of, and is backed by a highly syncopated drumbeat (an 


element further explored on “The King Of Limbs"). A soft electric guitar 
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counterpoint leads the song, with one instrument on the right channel 
complementing the other on the left. Meanwhile, ambient keyboards add 
to the overall ominous texture of the mysterious track. The harmony in 
the song is unsettling, since it tends to move chromatically in a 
descending parallel guitar fingering that includes many open strings, and 
as such, creates the sense of suspended harmony. The harmony tends to 
move between C and Cm, and the song could be interpreted as being on 
the latter; however, the tonality of the song is maintained as specifically 
ambiguous. Yorke first presents a melody based around G, Bb and C, 
which reinforces the notion of Cm, but he then later adds another vocal 
idea that moves to C, and includes the particularly characteristic sonority 
of E natural (this duality between parallel chords is also characteristic of 
“Dollars & Cents’, a song whose origin the band acknolwedges to 
Krautrock, most especifically, to Can). But perhaps the main foucus on 
“These Are My Twosted Words’ is creating a general ambience through a 
hazy texture, in which hard to distinguish keyboard ideas play no small 


part. This use of texture also foreshadows “The King Of Limbs". 
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0 SUPERCOLLIDER 


The “Supercollider/The Butcher’ single was released after “The King of 
Limbs", on March 2011, although work on boths songs had started at the 
sessios for the album. In fact, the first time “Supercollider’ appeared in 
Radiohead's chronology was back in 2005, when it was a possible 
number for inclusion on "Jn Rainbows’. On the following years, the song 
was played live a handful of times, although its arrangement and 
instrumentation was quite different from that of the final version, since 
it included only Thom Yorke. With duration of 7 minutes and 2 seconds, 


“Supercollider’ is Radiohead's longest song. 


Super collider 

Dust in a moment 
Particles scatter 
Parting from the soup 


Swimming upstream 

Before the heavens crack open 
Thin pixelations 

Coming out from the dust 


In a blue light 
In a green light 
In a half light 
In a work light 
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In a B-spin 

Flip flopping 

In a pulse wave 
Outstepping 


To put the shadows back into 
The boxes 


lam open 
lam welcome 
For a fraction 
Of a second 


| have jettisoned my illusions 
| have dislodged my depressions 


| put the shadows back into 
The boxes 


There are variations on the transcriptions of the lyrics. The song's most 
common interpretation has to do with the theme of universal expansion 
through dark energy. The words describe particles colliding, and title 
‘Supercollider' might be a reference to the Large Hadron collider. 
Musically, “Supercollider’ is similar to the rest of the song produced on 
the sessions of “The King of Limbs", but it is also more monotonous and 
repetetive; however, the constant addition of new, albeit subtle, musical 
elements makes the 7-minute duration of the song seem less 
overwhelming. The track's structure is simple, and could be divided in 


just two main parts; the chorus is accentuated by an important 
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harmonic change. The verses are based around C and F (I-IV), and are 
mainply played by a syncopated sythesizer; however, a bass keyboard 
(heard from the very beginning of the song) plays C and Eb, and as such, 
moves away from diatonic C major. The chorus presents the harmonic 
progression Eb-Eb/D-D-C-F. This could be interpreted as a sudden 
modulation to D, introduced by a clashing neapolitan chord that 
subsequently descends to the home key and eventually modulates back 
to C. However, the section is interesting beacuse Eb had already been 
presented in the song's bass keyboard. Supercollider retains an 
arguably ethereal and bright character throughout, and features high- 
register singing by Thom Yorke as he is backed by an ever-expanding 
detailed instrumental texture. 

After the song's live premiere in 2008, Radiohead has performed this 


track only in the 2012 tour in support of "The King of Limbs". 
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©? THE BUTCHER 


“The Butcher’ was released as a single along with ‘“Supercollider’ in 





March 2001, and it was also recorded in the sessions for “The King of 
Limbs’. 


Beauty will destroy your mind 
Spare the gory details 
Give them gift wrap for the man with everything 


Though | lived a lonely life 
| was confused 

I'm butcher 

Feel nothing 

As it closes up my arms 
The position of the worms 
Up, up, through my heart 
Into my brain 


I'm the big slack basic combination 
Cut out 

Chop, liver on the block 

My heart still pumping 

My heart still pumping 


He's a warrior, warrior 
He's a little bitch coming out of him 


In “The Butcher’, Thom Yorke delivers a sinister message about society 
thorugh the allegory of a butcher. Radiohead has never shied away from 


political messages, and although they aren't particularly present from ‘Jn 
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Rainbows’ onwards, The Butcher’ could be seen as a quintessential 
example of the political tracks present in Radiohead's career: highly 
allegorical and filled with indirect imagery. The narrator of the song 
identifies himself as a ‘butcher, and in Yorke's symbolism, what this 
character’slaughters are hopes and dreams, especially those from 
younger people. His job seems to be to make people ‘feel nothing , just 
lke the narrator himself is devoid of feeling; he tries to convince listeners 
that ‘beauty will destroy your mind’. This character is an archetypal 
representation of people in modern society, where beatuy and artistry are 
forcefully repressed and butchered. This intepretation tends to be taken 
as the song's main message. And this sinister perspective is supported by 
the equally dark music. One of its main characteristics is the use of 
disconerting rhythm: the song is on a 4/4-meter, but the intial electronic 
percussion (quite likely a sample) that introduces the song contains off 
beat accentuation, which makes the overall rhythmic nature of the track 
hard to understand; however, once the drums come in full into the song, 
the time signatre becomes much less of a riddle. The phrygian nature of 
the song's harmony (verse: Em-B-G-D-B) is hinted and suggested by 


Yorke's sombere vocals and various “floating” synthesizers. The music's 
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tense character is mainly created by this unresolved tension. The song's 
supposed Em tonality is constantly disrupted by the raised mediant of B 
major, D#. Apart from this B, which is a chord essential in the song as I've 
already pointed out, the rest of the harmony moves diatonically; a brief 
link between the song's climax and its outro (when the drums begin, and 
are later joined by overdubbed vocals and pronnent keyboards) also 
includes submmediant C. The instrumentation on The Butcher is based 
on keyboards and on creating an indirect support for Thom's vocal 
melody, itself a subtle element in the song given that Yorke's vocals sing 
on a particularly low-register. By using an aloof instrumentation, a 
distant texture and aggressive and disorienting drums, Radiohead are 
able to create a song of a generally sinister character. 

“The Butcher’ has never been played live, most probably beacuse it is a 
complex song to arrange for a live performance, let alone to actually 


perform correctly. 
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© THE DAILY MAIL 





The non-album single that contains both “The Daily Mail’ and ‘Staircase’ 
was released on December 2011, and both released versions of these 
songs were taken from the live performance of ‘The King of Limbs” 
Radiohead played on Godrich's series From The Basement. Ed explained 
to Zane Low days before their release: “Well, we have a lot of these songs, 
you know, that kind of sit on the shelf. You know that they re good, but 
it's all about timing or... You might arse around with an arrangement and 
it's not quite right... And what happened was when we were putting 
together, we did this thing called From The Basement which is us filmed 
live, doing the songs off "The King of Limbs’. And, uhh, because “The King 
of Limbs” {is only] 8 tracks, we needed 2 extra tracks for this TV thing. 
And we had a bit of a sweat on about it, you know, we had a week to do it. 
It happened very, very quickly. I think the fact that we've got Clive 
drumming with us as well. And it just came together very quickly. 
Everybody knew the song. And it also, kind of, was made by the fact that 
we knew we were gonna have a brass section. And Jonny did a great 


arrangement. And it was one of those things, you know, just happened 
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very quickly." “The Daily Mail’ dates back to at least 2005, when it was a 
candidate for possible inclusion on "Jn Rainbows ; back then, it was 
known as ‘A Pig's Ear’, and also as Pigsee . The song was eventually 
premiered at a Thom Yorke solo gig in 2010, with drastically reworked 
lyrics, and its actual title. Months later, it had its first full-band live 


premiere, performed by Atoms For Peace in Boston. 


The moon ts high up on a mountain 
The lunatics have taken over the asylum 
Waiting on the rapture 


singing, "We're here to keep your prices down 
We'll feed you to the hounds 
To the daily mail, to get up, together" 


You made a pigs ear, you made a mistake 
Paid off security and got through the gate 
You got away with it but we lie in wait, eh 


Where's the truth what's the use 
I'm hanging around lost and found 
And when you're here innocent 
Fat chance, no plan 

No regard for human life 


You'll keep time, you've no right 
You're fast to lose, you will lose 
You jumped the queue, you're back again 


President for life, love of all 
The flies in the sky, the beasts of the earth 
The fish in the sea have lost command 
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Lyrically, "The Daily Mail’ can be interpreted as another example of Thom 
Yorke's affinity for political allegories; this time, the metaphor surrounds 
the British newspaper The Daily Mail, infamously, albeit commonly, labeled 
as conservative and racist. Essentially, these words stand as a political 
protest and establish and ‘us against them attitude, quite present in 
Radiohead's catalog, although not always as clearly represented thanks to 
lines such as "No regards for human life’ or “where's the truth, what's the 
use’. Yorke also mockingly refers to religion on at least two main occasions: 
“The Moonies are up on the mountain’ refers to the followers of Sun Myung 
Moon, leader of the Unification Church of the United States, while there is 
also an allusion to the Rapture; both of these cases might be a reference to 
the religious nature of The Daily Mail. In the beginning of the song, Yorke 
speaks very ambiguously and indirectly. But as the track progresses (and 
the music gets considerably more dramatic), the singer presents his 
message in a clearer way, accusing large corporations and capitalism of 
making a ‘mistake’, which Yorke also namechecks as a ‘pig's ear’, a phrase 
signifying ‘to make a mess’; he then alludes to bribery and ‘getting away" 
with lies. Finally, the song's explosive last section features statements of 


anger and explicit menace: ‘fast and loose, you will loose’. "The Daily Mail" 


876 
clearly presents some political ideas, which had already been addressed 
in songs like "2+2=5", "Electioneering , Sit Down, Stand Up’ or The 
Gloaming”. Graphically anti-authoritarian, anti-capitalist and maybe even 
liberal (altough one can only speculate about Thom Yorke's feelings over 
being labeled as anything, let alone a political party/ideology), this 
Radiohead single refuses to shy away from hostility. As I've already 
poined out, the music serves this intention quite clearly: “The Daily Mail" 
is consituted by four main sections, none of which are ever repeated once 
another has been presented; as the song progresses and these sections 
are introduced, the music gets more intense and climatic, eventually 
reaching a climax in the third section, which is joined by full band and 
brass arrangements. However, the song's main instrument is the piano, 


played by Thom. It begins the song rather peacefully: 


[ ey j ‘SSS =7= === The piano establishes the song's initial D major 
. — ~* | tonality: as the triad is maintained, the left hand 
: descends a perfect fourth, from D to chromatic Bb. The 
—— “+ augmented sonority created already presents the 


tension that will be further developed in the future. 
This calm introduction is soon joined by Yorke's vocals. The section's D 
tonal center is never disrupted for long, given that both vocals and piano 


always return to D, F# or A at the end of each idea. After some bars, Thom 
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ascends an octave and presents a falsetto-based melody; in this section the 
vocals never move chromatically. The chords C and Bm then serve as a link 
between this first section and and the next, and also display tense 
chromatic movement. If we consider these two chords as part of the song's 
previously established D tonal center, they can be understood as a link 
based on acontrasting D mixolydian sonority, or a brief modulation to G 
major. Nevertheless, D natural is then suddenly substituted as tonal center 
in favor of Eb/D#; the second section will. be based on the chords C (#9)- 
Db-Eb-Db-F7, with the first two serving as quick transitions. This 
progression is curious given that it uses subtle but important chromatic 
movement, most notably in the contrast between Eb and E (mediant of C). 
The harmony of this new section can be considered as being on C major, 
with Eb and Db being borrowed chords from the parallel key of C minor; 
thus, they can be analyzed as IIb and IIIb: the lowered version of the 
Supertonic and mediant scale degrees of C major. F, on the other hand, 
works as a C subdominant. Meanwhile, the piano gets more intense, and 
horns are slowly added into the song, adding to the intensity of the section. 
As Yorke finishes the lyrics ("...but we lie in wait’), the rest of the band 


dramatically joins the song and a new section begins. The harmony now 
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changes to C7-Eb7-D7-F7-Gb7. The song could still be interpreted as being 


on C, with a latter modulation to D; the basic root movement is clearly 
based around C, D and F, while both Eb7 and Gb7 serve to embellish the 
harmony. Needless to say, the use of minor seventh chords and of chord 
subsitutions (Gb7, a tritone away from C7) gives the section a considerable 
Jazz/Blues character. The C tonal center of this section is reinforced by the 
guitar parts of both Jonny and Ed, which maintain a C pedal on the 4th 
string. As the dramatic section ends (the song's climax), the intensity 
slowly dies down, and the harmony modulates to Bb. Thus, the previously 
heard progression descends a major second; this sudden harmonic change 
is introduced by a plagal cadence from Eb to Bb. Finally, “The Daily Mail" 
ends on Bb, acting as home key. The overall tonal structure of the track 
could be interpreted as being based on four basic modulations, each 
belonging to a specific section: D-G (very brief, as a link between sections 1 


and 2)-C-Bb. 





Ed O'Brien= : wie | 
P. Selway= Drums 
TA em DF 0s) eo Dab beats 





Noel Langley, Yazz Ahmed, Clare Moss, Trevor Mires 
Oren Marshall, Ben Castle, Phil Todd= Brass 
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©? STAIRCASE 


This song had its live premiere on an Atoms For Peace live show. Ed 





O'Brien to BBC Radio 6 in 2011: “"Staircase’ is a track that we sort of 
jammed and worked up for the recording of “The King of Limbs", but 
never got beyond sort of a rough demo, sort of a jam.’ Unlike “The Daily 
Mail’, "Staircase" wasn't an old song Radiohead rearranged for the 
Basement session in which both tracks were recorded. 


| walk down the staircase, 
Magnetic pull. 

Back to the other place 
That | cannot go. 

I'm sending a chopper, 
To steal you away. 


The pot is full, 
Let me take control, 
Let me take control. 


The pot is full 
Of secrets to be told, 
Secrets to be told. 


Out of orbit (| have always”) 
And | always will. 


The pot ts full, 
Let me take control, 
Let me take control. 
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There is no information regarding the origin of this song, and as such, its 
various interpretations lead to very different results; however, themes 
like continuity and impossibility seem to be prevalent. But still, these 
words are completely ambiguous, and could be taken as a commentary on 
religion (as if God is talking), about a failed relationship, or also as an 
allegorical description of an artists mind ("The pot is full”). The single 
element that connects all of these possible theories is the metaphor of a 
staircase. What does the staircase lead to, where is it, and what 
relationship does it have with the narrator is not clarified. What is it that 
Yorke has ‘always, and always will” isn't easily explained either. 

The most notable elements in “Staircase’ are arguably its ostinato 
polyrhythms and its melodic arrangements. Phil Selway and Clive Deamer 
create a compact and quite precise rhythmic backing that involves 
syncopation and diverse accentuation; however, 4/4 is clearly maintained 
throughout the whole song. The harmony of the track is provided by 
Yorke's Prophet 08 synthesizer and Colin's bass and a single guitar; the 
last two play a fluid riff based on the root note of the chord appearing in 
each section. The verse initially moves through Dm-Am-G-F-Em, which 


might be interpreted as i1-vi-V-IV-ill in C major, or as 1-v-IV-III-i1 in D 
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dorian. This first verse progression moves in a clearly diatonic manner, 
supported by Yorke's calm vocals. So far, the song bares a calm character, 
clarified in its synth-based ambient texture. However, the harmony 
suddenly modulates as the progression Cm-Gm-Fmaj9-Em is performed 
once. This progression can be understood as a brief modulation to Bb, or to 
C dorian; either way, F signals a subtle return to the song's original tonal 
center. The first modulation is made slightly less abrupt by an arpeggio- 
based electric guitar arrangement. The song s structure seems to be 
deliberately ambiguous, since this modulating section can be viewed as a 
continuation of the verse, as a chorus, or maybe even as a brief bridge, 
sicne the following verses are presented with a new vocal melody and new 
ambient arrangements, which might also make them understandable as 
the song's chorus. As Em is maintained prior to the return of this 
verse/chorus, Jonny adds a guitar arrangement that runs a minor sixth, 
from C to tonic E. This short instrumental passage leads to the 
aforementioned repetition of the song's first section, only now O'Brien 
adds climatic ambient arrangements (which finish on C, and this reinforce 
the song's absent home key). This section, best understood as a chorus, is 


repeated twice, and the second time, O'Brien's wailing guitar reaches 


882 


higher notes. Afterwards, the song returns to the sudden modulation 
that had appeared earlier; now, it is backed by falsetto vocalise by Thom 
Yorke, and it is played three times in a row, serving as an outro for the 
piece. 'Staircase’ features simple harmonic elements, but these are 
exploited in a mixture of texture and arrangements. It is also beacuse of 
the latter that we can distinguish one section in the song from the other, 


since the initial progression is used in the song quite often. 





Ed O'Brien= Guitar 


P. Selway= Drums 
Clive Deamer= Drums 
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- 2016 


- Recorded in La Fabrique Studios (France), RAK 
studios (London, England) 

- XL Recordings 

- Produced by Radiohead and Nigel Godrich 

- Singles: Burn The Witch 





Daydreaming 





-Peaked at number 1 in the UK, 5 in the US 


-Track Listing: 


. Burn The Witch 

. Daydreaming 

. Decks Dark 

. Desert Island Disk 
. Ful Stop 

. Glass Eyes 

. Idetntikit 

. The Numbers 

. Present Tense 

10. Tinker Tailor Soldier Rich Man Poor Man Beggar Man Thief 
11. True Love Waits 
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Background= 





While the band was touring in support of "The King of Limbs’, two new 
songs (‘Identikit" and "Ful Stop’) were premiered; four years later, they 
would be released on A Moon Shaped Pool. While touring the United 
States, Radiohead recorded new material in Jack White's Third Man 
Records studio, located on Nashville, Tennessee. However, when the tour 
ended, the work on these new songs was paused as the band entered an 
indefinitve hiatus. Between 2012 and 2014, the year Radiohead started 
recording "A Moon Shaped Pool’, Jonny Greenwood composed a film score 
for Thomas Paul Andreson's /nherent Vice, Phil Selway released his 
second studio album, Weatherhouse, and Thom Yorke released two studio 
efforts, one with his side project Atoms For Peace (Amok), and a solo 


album named Tomorrow's Modern Boxes. 


Recording= 





In September 2014, Radiohead entered what Selway described as “quite a 
full schedule” regarding the recording of their new album. Jonny also shed 
some light into why it took the band two years to complete the sessions: 


“We didn't do anything together for too long, so restarting took a lot of 
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time. We're working in periods now. On December, the work was 


postponed, and wasn't resumed until March 2015. Radiohead was now 
working in the studio La Fabrique, near the French commune Saint-Remy- 
De-Provence. Originally, they planned to record through multitracking, 
but soon decided this method meant many limits to creativity. Jonny s 
string arrangements, essential to the overall sound in the album, were 
recorded in November 2015, on the recording complex RAK studios 
located in London. The younger Greenwood estimates that 80% of the 
album was recorded in a mere two-week period. 


“A Moon Shaped Pool was released on 8 May 2016. 


Release and Reception= 


Five years had passed since "The King of Limbs’ was released, and the 
band's audience was eager to hear new music from the band. Prior to the 
album's release, anticipation and speculation was very high, but 
Radiohead (always far from the mainstream) refused to do interviews and 
or any touring on the months prior to May 2016. Days before the album's 
release, the singles “Burn The Witch’ and "Daydreaming were released 


amidst an original online promotion, which consisted on erasing all of the 
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band's content from their social media. Commercial and critical reception 
of "A Moon Shaped Pool’ was very positive: the album recieved more 
praise than ‘The King of Limbs", and also performed better on the charts. 
The band members themselves were also quite pleased with their new 
effort. Jonny Greenwood: "It's kind of a miracle. This is going to sound 
very conceited, but it's a surprise to me how well so many of these songs 
came out and the one or two frustrations I have are nothing compared to 
the eight or nine Key things I'm just amazed we got good recordings of. We 
all feel really lucky and happy to have this as a record.’ His older brother 


also seemed to agree: ’|[...] I like a lot of it. It's beautifully lyrical in places.” 


Metacritic 88/100 

AllMusic 4/5 
Entertainment Weekly | A 
The Guardian 4/5 


















































NME 4/5 
Pitchfork 
Q 
Rolling Stone 
Spin 
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Music= 


"A Moon Shaped Pool’ includes what has been considered some of the 
most delicate and emotional Radiohead songs in their catalog. The 
musical style of the album stems mainly from Jonny Greenwood's work as 
an arranger and multi-instrumentalist, altough the textures and 
ambiences present in the albu are also owed in no small part to Ed 
O'Brien. The foucs on rhythm presented on Radiohead's previous album 
contrasts strongly with the generally ethereal character of this work. 
Strings, performed by the London Contemporary Orchestra conducted by 
Hugh Brunt, are present on a considerable number of tracks; the London 
Contemporary Choir also makes an appeareance. Lyrically, Thom Yorke 
moves towards some considerably personal territory; as the band was 
recording the album Thom Yorke and his partner of 23 years, Rachel 
Owen, separated. This event has been suggested as an important source 
of lyrical inspiration, but due to matters of respect and privacy, | will 
generally try to move away from this specific interpretation and attempt 
to generalize. 

The 11 songs on the album are organized by alphabetical order, which 


has led to some speculation concerning secret mesages and meanings. 
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€? BURN THE WITCH 


At the time of its release, the lead single of "A Moon Shaped Pool’ was 





more than 10 years old. Although some sources indicate that "Burn The 
Witch’ was already around in the “Kid A"/’Amnesiac" sessions, the first 
official indication of this song's existence by the band is found in Stanley 
Donwood's artwork for 2003's “Hail To The Thief’ (it includes the lines 
“avoid eye contact’, cheer at the gallows’, ‘round up’ and ‘burn the 
witch’). In 2005 it was considered an option for inclusion on “Jn 
Rainbows’, but the band was appearently unable to record a satisfying 
take. In 2006 and 2008 it was briefly teased in live performances due to 
audience petitions. Jonny to NPR: ‘So this song was just Thom singing in 
a drum machine and nothing else. And then | wrote strings to that. So 
you re hearing an orchestra play - they're strumming their violins with 
guitar plectrums, that's the rhythm.” Also by Jonny: This song was one 
of the rare chances of getting our hands on an unfinished song, so we 
could put strings on right at the beginning, he said. Usually strings are 


an afterthought, decoration on the end of a song. I've been saying for 


years, wouldnt it be great to start with strings.” Unlike the musical 
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arrangement, the song's lyrics were already finished by 2007. 


Stay in the shadows 
(Verse 1) Cheer at the gallows 
This is a round up 


This is a low flying panic attack 
Sing a song on the jukebox that goes 


Burn the witch (x2) 
(Chorus) We know where you live 


Red crosses on wooden doors 

(Verse 2) And if you float you burn 
Loose talk around tables 

Abandon all reason 

Avoid all eye contact 

Do not react 

Shoot the messengers 


This is a low flying panic attack 
sing the song of sixpence that goes 


(Chorus) 


Although "A Moon Shaped Pool’ is far form being Radiohead's most 
politically inclined record, its opening track does follow this thematic 
area. Given that the song was created around the sessions for “Kid A’, 
“Amnesiac and ‘Hail To The Thief" (Radiohead's three most political 
records), this isn't suprising. “Burn The Witch’ illustrates topics like 


racism, bigotry, mass violence and authority through the imagery of 
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witch hunting. Listeners have linked the song to the Refugee Crisis that 
began on 2015 and to the recurrent scapegoating of Muslims since the 
worldwide spread and fame of ISIS. Thom Yorke, never one to turn his 
back form political and global events, explains the continous situation of 
conformism and racism in this song by describing the scene of an 
execution. The common citizen ‘stays in the shadows while ‘cheering 
at the gallows’. Due to his bigotry and prejudice, he/she is happy that 
people are violently dying in public demonstrations of authoritarian 
intolerance. But, of course, these citizens themselves aren't free of any 
suspicion ("Avoid all eye contact’), and are all suffering from a “low 
flying panic attack’; those charged of being guilty are segregated ("Red 
crosses on wooden doors: ) in order to be exectued later on. The chorus 
serves as a warning from authorities: “we know where you live’. Yorke 
cleverly (and quite ironically) hints at just how dangerously common 
this hateful practice has become. The phrase “burn the witch" is now 
repeated and sung by the masses like it is a song on a jukebox ora 
nurser ryhme like the 18th century English poem ‘Sing a song of 
sixpence . Although Burn The Witch" links Radiohead to current topics, 


its themes have been sadly recurrent through history. 
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As explained earlier in Jonny's quote, “Burn The Witch’ features strings 
very prominently: unlike in other songs on the album where Greenwood s 
arrangements are used as a resource for creating texture, the strings on 
“Burn The Witch" are the song's main providers of harmony, and are also 
essential in stating rhythm. The bowed string instruments employ a 
technique known as Col Legno Battuto, meaning hit with the bow. Thus, 
the orchestra obtains a precussive sound given that they strike their 
instruments with the stick of the bow. This frenetic sound is maintained 
for most of the song. “Burn The Witch" is written on B major, although this 
is sometimes hard to notice given to the use of modal mixture present in 
the song. The verse moves through F#6-E6 (V-IV), and is backed by the 
strings mentioned above, electronic drums and a synthesizer bass. 
Yorke's main melodic line accentuates F#. The section ends with a link to 
the chorus through C#-B. As such, B major isn't present until the end of 
the section, and when it does appear, the listener can't help but hear it 
functioning as a dominant of F#, which starts the chorus. As such, this 
ending can be intereted as being on B lydian, mainly because of its use of a 
disrupting C#. The verse, which I have considered as moving on B major, 


can also be seen as F# mixolydian. The chorus presents the progression 
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F#-D-E-A-B, with the chromatic chords D and A signifying disruption of 
the diatonic idiom of B major. They could be interpreted as modal mixture 
with the Key's parallel minor, Bm, which borrow its mediant (D) and 
subtonic (A). This use of ‘borrowed’ chords creates tension in the section 
that wouldn't have been present otherwise: the chords F#, E and B are 
accentuated due to their B major nature, and would form a particularly 
simple and straightforward V-IV-I progression. Nevertheless, Thom 
continues to use F# to both begin and end his high-register melodic ideas. 
Even more confusing, the singer moves through the scale of F#m, whose 
use of A natural logically clashes with the F# mediant A#. The song's 
structure is considerably simple (strophic form), and after the first 
chorus, the song moves to a second verse. This reappeareance of the first 
section does, however, include some important dynamic changes, most 
notably by the strings. Instead of playing col legno, the arrangement 
suddenly features strings played with the hair of the bow. But most 
importantly, the second verse also features faraway (albeit still quite 
present) dissonant and screeching strings; these will be essential in the 
song's ending. After a repetition of the chorus follows an instrumental 


outro. It is here that the Psycho-like dissonant strings emerge in crescendo 
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and terrifyingly increase in dramatism until the song ends abruptly. 








©? DAYDREAMING 


In a catalog filled with melancholic songs and intense compositions, 








“Daydreaming’ stands out quite considerably. The song was finished quite 
early in the sessions for “A Moon Shaped Pool’, and, as Yorke told Q 
magazine, It was a breakthrough. It was the equivalent of when we did 
“Everything In Its Right Place.” We got that and then we were, ‘Right, OK, 
this is it..." “Daydreaming" has been identified as Thom Yorke's favorite 
song off the album, and this is further reinforced by an anecdote told by 
cellist Oliver Coates, whose playing is featured in the song. ‘Nigel, Jonny 
and Thom all have this awesome relationship, and were so animated 
during the recording. I remember we were laying down the cello part at 


the end of ‘Daydreaming ‘and Thom said, ‘That's it - that is the sound of 
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the record.'’ But without a doubt, Yorke’'s love for the song is on no small 


part due to the personal lyrics it features. 


Dreamers 

They never learn 

They never learn 
Beyond, beyond the point 
Of no return 

Of no return 


And it's too late 
The damage is done 
The damage is done 


This goes 
Beyond me 
Beyond you 


The white room 

By a window 

Where the sun comes 
Through 


We are 

Just happy to serve 
Just happy to serve 
You 


The words on "Daydreaming’ have been interpreted in a wide variety of 
ways. Not surprisingly, all of them are intense and dramatic, and mirror 
the music in its overhweling sadness. The music video for the song, 


directed by Paul Thomas Anderson, is also strongly linked to the song's 
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various possible interpretations. One of the most prominent of these 
links “Daydreaming' to Yorke's split from his long-time partner Rachel 
Owen. This is referenced in hidden numeral symbolism: in the music 
video, Yorke walks through 23 doors, and at the end of the song there is a 
spoken backwards distorted message: ‘half of my life’. Thom Yorke was 
46 at the time of the split, and had been with Owen since he was 23. 
Hence, the number of doors represents each and every year the couple 
was together. But then again, Yorke has also spend just about half of his 
life releasing music with Radiohead: the band's first EP, “Drill”, was 
released on 1992 (23 years in 2015), and "Pablo Honey’ was released a 
year later (23 years in 2016). This brief explanation has served to 
introduce another of the major interpretations of "Daydreaming’, one 
that postulates the song was written about Radiohead's history, and 
about their roles as musicians ("We are just happy to serve you. ) This is 
also hinted in the music video, where there are some visual references to 
the band's career: the mountains of the "Kid A" artwork, and the 
supermarket from the “Fake Plastic Trees" music video. A third and final 
main interpretation links the lyrics to climate change, a Thom Yorke 


lyrical trademark. Throughout all of these interpretations (and all of 
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those unmentioned), ‘Daydreaming’ retains elements of melancholy and 
of redemption. The imagery of a ‘white room by a window, where the 
sun comes through’ is deeply affecting, as is the phrase ‘dreamers they 
never learn’. The song is spiritual in nature, but is far from being 
optimistic. “Daydreaming’ is so powerful due to the combination of lyrics 
and music. The song is based on piano, introduced after some seconds of 
sound created by the recording resource known as Wow, a form of pitch 
flutter that presents the song's dreamy and ambient texture. 

(Fade-in, ending of riff) A 


no mediant F no mediant (or C/F) 


m 
x 


mar = 





Em no mediant D (indirect bass dominant of G) G7 no mediant 





The piano indicates the song's basic harmonic 
movement and its overall character: the chords are 
never played as "complete’ triads or tetrads, often 
omitting mediants and leaving the identity of the 





chord (and the song as a whole) quite ambiguous 
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Since the piano enters the song as a fade-in loop, the first chord heard isn't 
the first of the progression, but actually the last. Meanwhile, the brief 
harmonic flirt with G7 from the ending of the introduction and its 
turnaround figure (a diatonic ascension from C to A) are heard only once. 
The piano indicates both binary rhythm (left hand) and also ternary (right 
hand) in the form of melodic triplets played as arpeggios, which indicate a 
first inversion Asus4 (reinforcing the verse's Am tonality) and then Csus2 
(making the section particularly dramatic due to an underlying relative 
minor/major subtle dialog). In contrast with the suspended harmony 
presented in the piano, Yorke's vocals are clearly based around Am, 
beginning on its mediant C, and ending on the root note. The verse leads to 
an instrumental section (chorus?) that modulates to D and then to F: 
Dmaj7 /A-Fmaj7 /A-Dmaj6-Bbmaj7-Fmaj7. The ambiguous harmonic 
movement displayed on the verse is still latent on this section; 


nevertheless, A is still accentuated: 


15 
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The chorus also introduces a bass and ambient effects that are essential in 
creating the song's ethereal mood. The latter were already present in the 
first verse, but become more and more prominent as the track progresses. 
In the second verse, we are introduced to Yorke's backwards-vocal 
manipulations, which “float around’ and add even more ambience to the 
already deeply layered track. After a second apparition of the modulating 
instrumental section, the song moves into an affecting outro; although it is 
initially based on the bridge/chorus harmony, the verse piano progression 
eventually returns for the song's ending. It is in this outro that an 
experimental string arrangement by Jonny suddenly enters the mix; the 
sound of the strings is rather abnormal for the instrument's usual timbre. 
Jonny explained to BBC 6 Music: “At the end of "Daydreaming ‘| got the 
cellos to all tune their bottom strings down about a fifth but then still try to 
play the music. So you can hear them struggling to stay in tune and you have 
the low growl sound. You want to use strings in a way that isn't just pastiche 
and that can be hard to avoid. That was fun, trying to square that circle.” 
With countless elements akin to this one present in the song's outro, the 
texture slowly quiets down and Yorke's backward vocals and the unusually 


low cellos growl in unison: " half of my life’. 





(2? DECKS DARK 


After the sorrow of "Daydreaming’, ‘Decks Dark" appears as a welcome 





contrast. Nevertheless, the lyrical aspects of the song are far from being 


positive. 


Then into your life, there comes a darkness 
There's a spacecraft blocking out the sky 
And there's nowhere to hide 

You run to the back and you cover your ears 
But it's the loudest sound you've ever heard 
And all we trapped rag doll cloth people 

We are helpless to resist 

Into our darkest hour 


But it was just a laugh, just a laugh 
Just a laugh, just a laugh 

Even at this angle 

And so we crumble 

A ten ton head, made of wet sand 
Oh this dread circumference 
You've gotta be kidding me 

The grass grows over me 

Your face in the glass, in the glass 
It was just a laugh, just a laugh 

It's whatever you say it is 

In split infinities 


(Chorus) 


When you've had enough of me 
Sweet times 
oweet darling 


901 
The lethal imagery on "Decks Dark’ is often linked to climate change, 
which is especially obvious in the song's chorus. This is why it comes as a 
suprise that the song's music is so bright. After a trademark Radiohead 
introduction based on an ambient texture built by ta onally ambiguous 
manipulated piano and electronic drums, Yorke's voice introduces the 
song's chorus (which is quite a questionable name for the section: it is, 
however, the only section in the song that appears more than once). The 
harmony of the chorus is played by a piano as arpeggios: D-A#maj7- 
Gsus2-D /F#-A#maj7-C6-Gsus2-D /F#. Although the section's tonal 
center undeniably lies around D, its exact nature is left ambiguous by the 
use of modal mixture; Yorke's melody mirrors both of these elements: 
while it moves chromatically in specific moments, it starts on D dominant 
A, and finishes on the root of the triad. At the end of the section, Colin 
entrance in the track signals the beginning of a new section. A new 
ambiguous progression, A-F/C-A#-Gm, backs acoustic drums, electric 
guitar and the London Contemporary Choir before Thom Yorke 
introduces a new melody based around A, the song's current tonal center. 
After another apparition of the chorus, “Decks Dark’ finishes with yet 


another different section (forming an ABAC structure). The song's outro 
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is the simplest section of all the song, harmonically speaking, since it is 
clearly based around Am; nevertheless, it still seems suprising given that A 
major was used to transition from the chorus to this last section. The triad 
had also been quite important in past sections, so the sudden flattening of 
the chord's mediant (from C# to C) comes as a barely noticeable shock. The 


outro's harmony finishes on the third degree-less dominant E5. 








C. Greenwood= Bass 
Ed O'Brien= Guitar 
P. Selway= Drums 





| oy oe keyaMmerey ei usy eed ole) ars) taney ele) ) am cererst is 








2 DESERT ISLAND DISK 


Thom Yorke premiered “Desert Island Disk” as an acoustic number in 


2015, months before the album's release. 


Now as | go upon my way 
So let me go upon my way 
Born of a light 
Born of a light 


The wind rushing round my open heart 
An open ravine 
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In my spirit white 
Totally alive 
In my spirit light 


Through an open doorway 

Across a street 

To another life 

And catching my reflection in a window 
Switching on a light 

One | didn't know 

Totally alive 

Totally released 


Waking, waking up from shutdown 
From a thousand years of sleep 
Yeah you, you know what | mean 
You know what | mean 

You know what | mean 


Different types of love are possible 


Due to Yorke's biographical events, the words on this song are very 
often linked to a relationship ending through an amicable split, which 
would explain Yorke's phrase: ‘different types of love are possible’. But 
the lyrics also indicate a spiritual rebirth, hinted in the ethereal and 
symbolic imagery presented ("Born of a light", “an open ravine’, 
through an open doorway ...) and somewhat confirmed in lines like 
“Totally alive, totally released”. Why is it exactly that Yorke states he 


had been asleep for a thousand years isn't very clear, altough some 


listeners link this to depression; nevertheless, the song's main message 
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of change and transcendence is spelled out quite clearly. Musically, 
“Desert Island Disk” presents Radiohead in a more Rock-oriented style: 
the use of electronic elements is stricticly reserved for creating a layered 
aural soundscape to accompany Yorke's acoustic guitar (the instrument 
on which the song is based), Selway's acoustic drums and Colin's bass. 
The guitar is tuned as DADGAD, and presents a capo on the fifth fret; 
throughout the entire track, it presents suspended harmony, in large 
part due to this tuning. The song's undeniable tonal center is G. On the 
verses, it will be G major (the progression being G-Fsus2 (I-VII)), while 
on the bridge, G minor (Gm-Gsus4) is reinforced in order to contrast the 
parallel major/minor sonority. The only time G isn't clearly established 
is on the song's outro, where thae harmony briefly moves to Dsus4- 
Gsus4. This use of suspended chords creates a need for resolve, which is 
finally obtained once the progression form the verse returns into the 


track and finishes the song on G. 


ic — 


C. Greenwood= Bass 
Ed O'Brien= Guitar 






P. Selway= Drums 
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2 FUL STOP 


"Ful Stop’ is the only song on "A Moon Shaped Pool’ that features Clive 





Deamer's drumming abilities. While touring in support of "The King of 
Limbs’, this song was played live on a number of occasions (this version 
was Slightly more chaotic and perhaps even unorganized), and Colin later 
reported that this new track was already band favorite. The bassist 
expressed admiration for the moment where Thom’'s voice jacks up into 


this amazing falsetto. The song just takes off." 


You really messed up everything (x2) 
But you can take it all back again 
strike up what's in the box 

Why should | be good if you're not? 


This is a foul tasting medicine 
A foul tasting medicine 

To be trapped in your full stop 
Truth will mess you up (x15) 
All the good times (x6) 

Take me back 

You really messed up this time 


This frenetic, rhythm-driven track features some of Thom Yorke's most 
resentful lyrics, although there is no way of knowing who is this anger 
directed towards. The line ‘take me back’ connects the song to a possible 


romantic/love-related interpretation, but far from explaining the words, 
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this only complicates matters more: who is Yorke addressing? And what 
kind of relationship do they have? Thom seems quite menacing but also 
deeply hurt and in search of some kind of unhappy retaliation. As the 
song's title indirectly indicates, however, this idea of revenge is born out of 
pure frustration and impotence, probably resulting from being silenced 
and ignored, like a sentence cut short by a ‘ful stop’. The “complete” and 
‘real’ meaning/inspiration behind “Ful Stop’ might not be clear, but the 
feelings the lyrics express arguably speals for itself; the music in which 
these words are situated might also be seen as an explanation of the song's 
meaning in itself. “Ful Stop’ is relentless and chaotic, and the song's 
development is a representation of the state of mind of the narrator. The 
track is introduced by a fading-in electronic beat and a bass riff. Upon this 
simple 6/4 (3/2) rhythmic combination Jonny and Ed create a dramatic 
ambient introduction. The bass descends from B to A# and then returns to 
B, indicating the song's B minor tonality (A# functions as a chromatic 
leading tone). However, the ambient soundscape ‘floating’ while Yorke 
starts singing also tends to move chromatically by brief moments and 
further disrupts the diatonic idiom of this supposed Bm, indicating instead 


a melodic minor sonority. Thom's vocal melody is based around root B and 
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mediant D, and establishes the song's tonality clearer than the other 
elements in the first section. Indeed, the song's Bm nature isnt clearly 
presented until the next section, in which section the drumming combo of 
Phil/Clive makes a powerful entrance and clean guitar riffs are also 
introduced. All the instruments, noth old an new, now reinforce Bm and 
Yorke repeats the line "truth will mess you up’ as a monotnous mantra; 
after some bars, he sings a falsetto melody (that spans almost an octave, 
starting on supertonic F# and finishing on the lower mediant) and this is 
where the song ‘takes off", in Colin's words. To add even more melodrama 
to the moment, the bass changes from root of home key B to root of its 
relative major D in specific passages. Lasting little more than a minute, the 
song's climax briefly moves to a calmer section, very similar in style to the 
track's introduction (the bass goes back to its B-A#-B riff); after yet another 
tease of a strong climatic section filled with various intense vocal overdubs, 


the song finally dies down, with home key Bm undoubtedly reinforced. 





C. Greenwood= Bass 
Ed O'Brien= Guitar 
P. Selway= Drums 





Clive Deamer= Drums 


908 


©? GLASS EYES 


The beautifully saddening melancholy of ‘Glass Eyes" reveals Thom Yorke in 





a deeply alienating situation, reminiscent of many songs from past years 
(“Subterranean Homesick Alien’, “Paranoid Android‘). Backing the singer is a 
lush string arrangement written by the younger Greenwood and supported 


by a manipulated piano. 


Hey it's me 

| just got off the train 

A frightening place 

Their faces are concrete grey 

And I'm wondering, should | turn around? 
Buy another ticket 

Panic is coming on strong 

So cold, from the inside out 

No great job, no message coming in 
And you're so small 

Glassy eyed light of day 

Glassy eyed light of day 


The path trails off 

And heads down a mountain 

Through the dry bush, | don't know where it leads 
| don't really care 

And the path trails off 

And heads down a mountain 

Through the dry bush, | don't know where it leads 
| don't really care 


| feel this often, go/I feel this love to the core/I feel this love turn cold 
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It's very easy to identify "Glass Eyes" as a song about a failed romantic 
relationship and its emotional afermath on one of the partners. And 
although it is quite possible that the song's inspiration comes from Yorke's 
biographical events at the time of its writing, its themes also go well beyond 
a mere relationship, even when this is really important to the story's 
development. Yorke presents us with a narrator that is clearly frightened of 
the future, and also indirectly portrays him as feeling alienated and close to 
having a panic attack. The ‘glass eyes’ form the song's title could have 
various interpretations, none of them necessarilly excluding each other: 
eyes filled with tears, or saddened/depressed eyes, among others. The 
song's main message seems to be about fearing the future, but also 
dissmissing the past due to emotional need; Thom mentions a new 
allegorical “path” for his life, but also adds he “doesn't know where it leads 
and I don't really care’. In various ways, "Glass Eyes’ follows the same 
thematic previously presented on “Daydreaming’. This fragile lyrical nature 
mirrors the fragile musical texture, based around a piano manipulated 
through the music programming software Max and the aforementioned 
Greenwood string arrangement. The harmony on the first section moves 


through the diatonic progression Cm-Fmadd9-Ab-Bb13-Fm-Cm (1-iv-VI- 
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VII-iv-i). Jonny Greenwood's piano playing is particularly ambient-based 
and harmonically suspended; Thom Yorke's vocal melody is 
uncharacteristically low and dramatically calm. The second section briefly 
modulates through the pivot chord Fm and finishes on Db. After passing 
through B, the harmony returns to the original Cm tonality, as the strings 


wail and Yorke suddenly ascends to his trademark falsetto. 


J. Greenwood= Piano, string arrangement 





London Contemporary Orchestra= Strings 





00) IDENTIKIT 


Like "Ful Stop’, the other song on the album also fueled by energetic 





rhythms, “/dentikit’ was widely performed in 2012, and was one of the 

songs Radiohead recorded in Jack White's Third Man Studios on Nashville. 
Thom later told Rolling Stone: "It was only a few hours in the studio. It was 
just because ‘Jdentikit' felt like it was in a really nice place, and I wanted to 
lay it down before we got bored of it, which is what normally happens. And 


there was one other tune, which might work. But “/dentikit’ was the main 


est 


thing. The early version of the song featured some important differences: 
the verses included a Yorke/O Brien vocal counterpoint, while the song's 


chorus was introduced through a harsh and tense modulation. 


oweet-faced ones with nothing left inside 
That we all can love, that we all can love, that we all 
oweet-faced ones with nothing left inside 
That we all can love, that we all can love, that we all 


When | see you messing me around 

| don't want to know, | don't want to know, | don't want to 

Did | see you messing me around’? 

| don't want to know, | don't want to know, | don't want to know 


Broken hearts make it rain (+8x) 


Pieces of a ragdoll mankind 

That we can't create, that we can't create, that we can't 
Pieces of a wreck of mankind 

That we can't create, that we can't create 


(Refrain) 
In 2012, Thom introdcued the song in his usually sarcastic manner: ‘It's 
called "Identikit", | have no idea what that means or what it's about or 
anything like that... but it’s all good. We like it." The word "Identikit" seems 
to be a play on the word ‘identity’, but, as Yorke's comments indicate, 
there is a general sense of ambiguousness when it comes to discussing 
“Identikit’. This is very well represented in the general confusion 


concerning the various transcriptions of the backing vocals in the song. 
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O'Brien's early vocal line is often identified as "I don't want to see you but 
I need to’, while Yorke's studio vocal overdubs clearly mention the 
album's title first; the following words, however, have been heard ina 
variety of ways: ‘doesn't pull on me/and I suppose you love me/dancing 
clothes wont let me in/and I know it's never gonna be me’. Nevertheless, 
Thom Yorke seems to have confirmed the line being "a moon shaped pool 
dancing clothes wont let me in and now |! know it's never gonna be oh me 
[sic] through Twitter. Thus song is closely related to “Ful Stop , both 
musically and lyrically, and as such, both are interpreted as songs abouta 
failed romantic relationship, in which one half has “messed up 
everything’; this line from “Ful Stop’ is mirrored on ‘Identikit": “When | 
see you messing me around, I don t want to know.. Indeed, the main 
message of the latter song can be easily found in its chorus/bridge: 
“Broken hearts, make it rain." Given that the album's song title is 
mentioned (and quite prominently) through the song, it seems fair to 
assume that the meaning of "/dentikit’ can be somewhat applied to the 
album's general character. Under this interpretation, "A Moon Shaped 
Pool’ is ararity on Radiohead's catalog becuase it is strongly concerned 


with romantic relationships and deeply personal emotions. 


ONS 


“Identikit’ features the well-known Radiohead element of rhythmic 

discplacement: the song moves through 4/4, but the electronic drums 
featured throughout its entirety present an important level of syncopation. 
Meanwhile, a combination of electric guitars with a clean tone indicate the 


section's F#m-E-Dmaj7-C#5 movement very indirectly. 





The basic elements of the verse 
accompany a plethora of vocal overdubs 
by Thom Yorke. In the first verse, 
Radiohead attempts to make the section 
deliberately calm and unoccupied. 





The song explodes and increases its dramatism on the next section 
(bridge/chorus), where a melodic bass and guitars indicate a shift from 
F#m to B5. Although B is maintained as a higher-voice pedal, both 
instruments accentuate an underlying descending diatonic bass 
movement from B to E. Meanwhile, YorkKe's vocals reinforce B, but also 
make use of its minor triad. Afterwards, the song moves to a section 
backed by a choir and a synthesizer playing ascending chord inversions; 


this ethereal refrain presents the harmony of the verse. After a repetition 
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of the verse (in a slightly more layered texture arrangement), '/dentikit™ 
finishes with the closest Radiohead has gotten to a guitar solo in several 
albums. Jonny Greenwood's aggressive playing is featured once more in 
an instrumental outro by the band; typical of the younger Greenwood, 
his guitar figure is rhythmically frenetic and displays prominent guitar 
effects, most obviously Delay. It does not feature, however, Jonny's 
sympathy for chromaticism (“Electioneering'), let alone atonality 


(Paranoid Android"). 


C. Greenwood= Bass 
Ed O'Brien= Guitar 
P. Selway= Drums 
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(2? THE NUMBERS 


“The Numbers” was first performed as an acoustic number in late 2015, 
and had the working title “Silent Spring’. There has been speculation 
concerning this: the change of name might have taken place so the specific 


alphabetical order of the track listing wasn't disrupted by the song's name. 
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It holds us like a phantom 
The touch is like a breeze 
It shines its understanding 

see the moon smiling 


Open on all channels 
Ready to receive 

And we're not at the mercy 
Of your shimmers or spells 
Your shimmers or spells 


We are of the earth 

To her we do return 

The future Is inside us 

It's not somewhere else (x3) 


One day ata time 


We call upon the people 

People have this power 

The numbers don't decide 

Your system is a lie 

The river running dry 

The wings of a butterfly 

And you may pour us away like soup 
Like we're pretty broken flowers 
We'll take back what is ours 

Take back what is ours 


One day at a time 
“The Numbers’ is often labeled as a protest song about climate change. And 
although some lines in the song fit nicely with this theory, Thom's comment 
to George Monbiot make this interpretation seem hard to believe: “if I was 


going to write a protest song about climate change in 2015, it would be 


os) 


shit.” But although “The Numbers’ might not be a song about climate change 
(if we are to take Yorke's comments literally), it is hard to argue that its 
menacing tone and imagery can create the label of ‘protest song’ quite 
obviously. The Numbers’ presents the political side of Radiohead that was 
so essential in earlier albums. The only other representation of this 
trademark political side is the first track on the song. But whilst “Burn The 
Witch’ focuses on describing racism and xenophobia through Yorkean 
allegory, The Numbers’ takes a more active stance: here, Thom Yorke gives 
voice to the unhappy through threatning lines, as direct as anything the 
singer has ever sung. The future is inside, it's not somewhere 

else’ / People have this power’ /"The system is a lie’ /" Take back what is 
ours . The song's title is probably an allusion to the slogan “We are the 
99%" and to its counterpart The 1%. The Numbers’ presents a violent 
and agressive Thom Yorke, who somewhat surprisingly still refuses to stop 
talking through allegories and imagery in parts of the song, even when 
some others are enormously explicit in their political agenda. Text-painting 
these words is some of the most direct music in the whole album. "The 
Numbers” doesn't present the same use of emotional and melancholic 


layered textures, although aural manipulations are still present in the song 
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(especially delay). Like "Desert Island Disk’, this track is based on an acoustic 
euitar played in alternate tuning, in this case as CGCFAD. Thus, a sense of 
suspended harmony is present throughout the song's verses, which are 
based on a single guitar figure. The harmony on this section is based around 
C, but begins as C minor (or C dorian for the first three chords) and then 
modulates to C major: Cm7-Gm/C-F/C-C. This progression could also be 
identified as being on Bb, a chord that never appears in the verses. The 
song's refrain (‘one day at a time’ ) does include Bb, followed by F and 
Abmaj7, indicating modal mixture and later modulation, given that the 
guitar smotthly moves through E-Gb and Ab in order to return to the song's 
previous C-tonal center. The ethereal harmonic nature of this section 
contrasts with the static character of its verses. After the first instrumental 
bridge between verses, a fierce string arrangement enters the track and 
reinforces the general sense of menace and anger in the song (owed in big 
part to Selway's march-like drumming). "The Numbers’ presents the closest 
Radiohead ever gets to an accumulative groove, presented in various earlier 


songs in the band's catalog, in all of "A Moon Shaped Pool’. 
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2 THE PRESENT TENSE 





The first time Radiohead's audience found about about the existence of 
“The Present Tense’ was on a soundcheck back in August 2008. The basic 
aspects of the track were already written, although its lyrics were still a 
work in progress; it was soon refered to as "Like A Weapon’. A year later, 
Yorke premiered the song as an acoustic number, and the piece, now 
known as 'The Present Tense’, became a fan favorite. Thom Yorke 
continued to performo the new song occassionally, but it wouldn't be until 


2015/2016 that Radiohead recorded a studio arrangement of the track. 


This dance 

This dance 

Is like a weapon 

Is like a weapon 

Of self defense 

Of self defense 
Against the present 
Against the present 
The present tense 


| won't get heavy 
Don't get heavy 

Keep it light and 

Keep it moving 

lam doing 

No harm 

As my world 

Comes crashing down 


oN lie, 


Il be dancing 
Freaking out 
Deaf, dumb, and blind 


In you I'm lost 
In you I'm lost 


| won't turn around at the penny drop 
Won't stop now 

| won't slack off 

Or all this love 

Will be in vain 


| stop from falling 

Down a mine 

It's no one's business but mine 
Or all this love 

Has been in vain 


In you I'm lost 


After the political threats implied on “The Numbers", "The Present Tense” 


returns “A Moon Shaped Pool’ to its more common runnings thematics: 


love, spirituality and hope. The main message of the song is symbolized 


through its title, given that in these words Yorke is attempting to move 


forward and and ‘keep it moving’. These feelings are strongly connected to 


the imagery of a path with an unknwon destination on "Glass Eyes", or to 


that of an "open ravine 


through an open doorway , on ‘Desert Island 


Disk”. Judging by the song's words, what Yorke is attempting to overcome 


is related to romantic love, yet another (implied) running theme on the 
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album. Under this interpretation, "The Present Tense’ is the description of 
a broken-hearted lover who realizes he he needs to move on and live his 
life thinking about the present, and indirectly, about the future, and stop 
living on the past and on its damages. Buddhist imagery is quite central to 
the song's meaning. Clear exmaples of this postulate are the teachings of 
Buddhist monk, author and activist Thich Nhat Hanh: “Life is available only 
in the present moment’ and “The present moment is filled with joy and 
happiness. If you are attentive, you will see it." The phrase “deaf, dumb and 
blind” is possibly a reference to the Three Wise Monkeys pictorial maxim. 
They are a representation of the proverb ‘see no evil, hear no evil, speak 
no evil", which in the context of this song refers to ignoring everything (a 
more Western approach to the maxim), but is also applicable to the idea of 
not acting on behalf of evil purposes and ideas (more directly influenced by 
Buddishm). Yorke refers to dancing as a resource against avoiding 
problems (‘is like a weapon of self-defence’), which fits nicely with the 
singer's opinion that the most important thing about music " is the sense of 
escape . Through music and dance, Yorke can ‘keep it light’ and move 
forward, even as his world allegorically “comes crashing down’. But this 


feelings only seem to be present in the verse, given that later on Yorke 
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states ‘in you I'm lost’, meaning that he is far from being able to move on, 
at least not yet. The narrator seems decided to keep his past love from 
being “ in vain": even after all his realizations, the narrator can't stop 
thinking about the past. But the latter lyrics on the song can be interpreted 
as meaning the failed romantic relationship can move away from its 
problems and be repaire, but only if both partners look forward into the 
future and not into the past. On either of these perspectives, the contrast 
between ‘now: (present) and then” (past) is the central idea, upon which 
everything is based. “The Present Tense’ has also been understood as a 
song about spirituality, God and personal awakening, themes that are all 
applicable (although in different levels) to the idea of moving forward. 
"The Present Tense” features an ostinato Bossa Nova rhythmic pattern and 
an in-crescendo aural texture created by repeating Yorke s vocals through 
Delay (ala “Everything In Its Right Place’). Its harmony is based around 
G#m and B. The song, however, begins with a wordless chorus’ chord 
progression played on two guitars (although it does include a wailing two- 
voice vocalise by Yorke). The progression is G#m-C#m-D#/G-Cm-B- 
Emaj7-A-F#m-B-G#m-C#m, and it is repeated twice in the song's 


introduction. The harmony of this progression features three modulations, 
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starting on G#m for the first two chords, and then passing to C minor on 


D#/G and the tonic minor triad. Both G# and C# descend a minor second, a 
change that is signaled by the raised G natural of D#, which also serves as 
bass note, indicating a first inversion chord. However, the progression 
quickly modulates to E, presenting a basic V-I-IV-11-V-111-vi scale degree 
movement. The verses, on the other hand, are based on G#m-C#m and E- 
D#m (i-1v-VI-v), and as such move entirely on a single minor tonality. 
Yorke's vocals also move diatonically, and their melody gets slightly more 
dramatic and higher as the verses progress. Structurally, “The Present 
Tense’ is begins with an instrumental introduction followed by three 
verses, each of them louder and more layered than the previous one: guitar 
effects, marching drums and vocal effects are slowly added into the track's 
personnel from 0:53 to 2:41. The song's next section is introduced through 
F#, a chord that leads into a brief bridge with new harmonic movement: 
G#m-F#-B-Emaj7-C#. The passage retains its G#m tonality, but also 
includes chromatic disruption in the form of a raised mediant on C#, which 
creates tension (and a subtle dorian sonority) almost immediatly dissolved 
with a return to home key G#m. An ethereal melody reinforces the sense of 


harmonic movement while Yorke introduces a high-register melody ("In 
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You I'm lost’). Afterwards, the progression from the song's introduction 
serves as the harmony (with subtle added A between B and G#m) for 
another section, which before I labeled as chorus. The song now turns 
rather celestial, and quite melodramatic, as the London Contemporary 
Choir makes yet another contribution to “A Moon Shaped Pool’. As we can 
see, The Present Tense’ is comprised of three different main parts, and 
ironically enough, the one | intially refered to as chorus is the only section 
that isn't repeated once the vocals join the song. So this section can be 
considered as a bridge while the previous section, which appears once 
again before the song's ending, might be justly labeled a chorus. Texture 
and ambience are also important to the song, as clearly evidenced in its 


wide use of sound effects and digital manipulations. 








(0 TINKER TAILOR SOLDIER 
SAILOR POOR MAN 
BEGGAR MAN THIEF 
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The song's title refers to the English traditional child rhyme of the same 
name, sung to decide who is ‘it while playing games. This puerile song 


takes a completely new meaning once Thom Yorke reworks it. 


All the holes at once are coming alive, set free 
Out of sight and out of mind, lonely, and they pray (the lonely and their prey*) 


The ones you light your fires to keep away 
Crawling out upon, expending 
And all you have to do is say yeah 


All the birds stay up in the trees 

All the fish swim down too deep lonely 

And they pray 

Honey (Il am here*) come to me before it's too late 


The ones you light your fires to keep away 
ls crawling out upon, expelling (Its belly”) 
And all you have to do is say yeah 


It's hard to interpret the general meaning of these words without any 
comments by its author, although it isn't as hard to identify some possible 
themes like loneliness, identity and even politics implied on them. 

One of the most easily discernible aspects of the music on ‘Tinker Tailor..." 
is the striking contrast between Jonny's string arrangement, which is 
essential to the song and its main element for an important part of its 
duration, and electronic instrumentation (percussion and keyboards). 


Equally drastic is the harmony of the song, which is written on A, but 
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includes C major as a recurrent chord. This use of modal mixture through a 
borrowed chord (the mediant of Am minor) creates a very unique sonority. 
G6 also appears, acting as dominant of the borrowed chord C. Thom 
Yorke's melody is soothing, andhuighlights the song's modal mixture. As 
the song progresses, acoustic drums (particularly Jazz-like), guitar effects 
and piano overdubs create deeper layers in the track's overall seemingly 
calm, but still underlyingly tense, nature. After Yorke finishes singing, the 
aforementioned string arrangement joins the song, and "Tinker Tailor’ 
moves to a sudden instrumental outro, which moves around tonal 
ambiguity and a basic ominous character. As of today, this song is one of 
the most mysterious in the whole album, and also one of the msot disliked, 
if not actually the single most disliked song on "A Moon Shaped Pool’ (this 


being, needlesss to say, an entirely subjective judgment) 
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0 TRUE LOVE WAITS 


After 21 years, the beloved fan favorite “True Love Waits" was finally 





arranged for a studio recording. Although its basic harmonic character, 
lyrics and formal structure remain the same, its arrangement has changed 
drastically. More poetically, one could also argue that the song's narrator 
has changed considerably, and with him, the lyrics have taken on a 
completely new meaning. As it has been pointed out many times by 
listeners, when Yorke wrote the song back in the first half of the 90's, his 
relationship to his girlfriend Rachel Owen was arguably new. When he 
recorded the version on ‘A Moon Shaped Pool’, 23 years later, the 
relationship had ended. It doesn't seem respectful to speculate more 
about this, but its does seem logical to point out that this song has an 
undeniably special place, not only as the last track of Radiohead's ninth 
album, but also as one of the most affecting and breathtaking pieces in all 
of Radiohead's catalog. Yorke's biographical events make this even more 
comprehensible and obvious. Amongst the songs on ‘A Moon Shaped 
Pool’, "True Love Waits" stands out for its quiet and discreet instrumental 


arrangement sicne it is entirely based on a single piano, upon which 
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latter overdubbs of the same instrument are slowly added; digital effects 
and manipulations are reserved to a little amount of delay and reverb, just 
enough to obtain a sense of ethereal texture and an ambient quiality. Next 
to the electronic elements, prominent string arrangements and 
insturmental combinations found on the rest of the album, this descrease 


on musical elements is recieved as exceptionally striking (no doubt the 


desired intention of the band). 


The roles of each hand 
on the piano of "True 
Love Waits" 





Interestingly, the piano rhythm is quite close to the shuffle beat on "The 
Present Tense , as both songs share a Latin rhythmic character in their 
accents. The song is quite minimalist in its arrangement, leaving the left 
hand to play the root notes while the right hand creates a feeling of 
Suspended harmony and sometimes even unresolved tonality: a 
considerably high C is often accentuated in the left speaker; when it plays 
B instead of C this creates a very present sense of incompleteness. Latter 
piano overdubs add texture and depth into the already delicate, and Thom 
Yore, meanwhile, sings the melody's famously high intervals without a 


single note changed from the vocals on earlier versions. 
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When discussing "A Moon Shaped Pool’ as a whole, I mentioned that the 
track listing was in alphabetical order, and although the band has never 
commented on this (not surprisingly), making “True Love Waits” the final 
track on the album has been suggested as the objective in organizing the 
songs like this. This is one of the main ‘clues’ that "A Moon Shaped Pool’ is 
Radiohead ninth and last album, and that the band made sure the last song 
on their last album was as poignant as “True Love Waits’. Reinforcing this 
theory is the fact that organizing every Radiohead song from every studio 
album in order makes “True Love Waits’ song number 100, a nicely round 
number that fits in nicely with Radiohead's subtle taste for numeral 
symbolism and crpytic messages. Another important ‘clue’ in support of 
this theory is the amount of old songs included on Radiohead's ninth album, 
and that they would choose one of their oldest to close out this album. Only 
time can prove if these fan theories were mere hyopthesis, or if Radiohead is 


as meticuoulous as they are assumed. 





APPENDIX: RADIOHEAD SONGS PERFORMED 
THROUGH THE YEARS 
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Faithless, The Wonder Boy 
The Daily Mail 
Permanent Daylight 
Pearly 
Killer Cars 
Lift 
Motion Picture Soundtrack 


How Do You? 


Packt Like Sardines In A Crushd Tin 


Box 





Yes | Am 
We Suck Young Blood 
Little By Little 
Ful Stop 
Bishop's Robes 
Supercollider 


I Will 


O 
OO 
ws 


CO 


ws 


IDO 


IDO IDO IDO INO IDO IDO INO IDO OO OO OO WO OO OO a aoe 
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935 


4 Minute Warning 
Present Tense 
The Trickster 
Punchdrunk Lovesick Singalong 
Up On The Ladder 


I Can't 


rT 
e) 
ga 


The Amazing Sounds Of Orgy 


Lozenge Of Love 


Tinker Tailor Soldier Sailor Rich 


Man Poor Man Beggar Man Thief 





I Want None Of This 
Meeting In The Aisle 
A Reminder 
Glass Eyes 
I Am A Wicked Child 


Treefingers 


O 
OO 
OV 


IDO 
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ranean 
~rameaumcnew 
me 
me 
a 
ew 
sound 
uaheerWan panera 
ee 
ee 
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Last Flowers To The Hospital er 
How I Made My Millions re 
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APPENDIX II: UNRELEASED RADIOHEAD SONGS 


Nigel Godrich to Spin in 2012: Everything will surface one day... it all 





exists... and so [they] will eventually get there, I'm sure.” 

-"Big Boots"/"Man O'War': Performed in 1995 and on 2002. Recorded 
unsuccessfully in 1998. Yorke to MTV: “We ditched it because we were so 
messed up and we went in, tried to do the track, but we just couldn't do it. 
It was actually a really difficult period of time. We had a five week break 
and all the shit was coming to the surface. It was all a bit weird - | mean we 
went in and tried to do this old track that we had and it just wasn't 
happening at all. It was a real low point after it. It was quite an early song, 
written around the time of The Bends and it didn't make it on to The Bends. 
We couldn't find the proper way into it or whatever.” 

- ‘I Promise”: Performed in 1996 

- ‘Lift’: Performed in 1996, rumored single for "OK Computer’. Rearranged 
in 2002 for a handful of live shows. New work in 2015, Jonny Greenwood: 
“It's a management favourite. What people don't know is that there’s a very 
old song on each album, like ‘Nude’ on Jn Rainbows. We never found the 
right arrangement for that, until then. ‘Lift’ is just like that. When the idea is 


right, it stays right. It doesn't really matter in which form." 
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- "Follow Me Around: An acoustic number of the "OK Computer’ era. 
Performed due to fan requests in 2000. 

- ‘Skirting On The Surface’: Played at an Atoms For Peace show in 2009 
- I Froze Up": First performed in 2002, and revived in 2010. 

- Open The Floodgates’ 

-“I Lie Awake’: Soundchecked in 2006 

-"Wake Me’: Soundchecked in 2008 

- Riding A Bullet’: Soundchecked in 2008 

-“Dawn Chorus’: Mentioned in 2009 when TVN asked Yorke what was his 
favorite latest Radiohead song: “Whatever... I'm finishing at the moment. 
Um, there’s one called “Dawn Chorus’ I'm trying to finish at the moment: 
that’s really great... I think.” 


-'Cut A Hole’: Debuted on 2012 
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Sources 


This work could very well be considered a compilation of Radiohead song 
facts, with additional lyrical and musical analysis. The Internet, of course, 

was my main source for gathering this information. 

All of the following unofficial fan-made sites have been very helpful: 


-http://citizeninsane.eu/main.html (especially Citizen Insane) 





-http://www.greenplastic.com/ 





-https://www.reddit.com/r/radiohead/ (Thanks to various users) 





-http://radiohead1.tripod.com/index.htm 








http://thekingofgear.com/ 
Regarding lyrical interpretation: 


-http://songmeanings.com/ 





-http://genius.com/ 





Valuable concerning musical analysis: 





-https://www.hooktheory.com/ 


-http://forum.emusictheory.com/ 





Radiohead-centered books and works: 


-Exit Music: The Radiohead Story by Mac Randall (Omnibus Press, 2011) 
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-How to Disappear Completely: Radiohead and the Resistant Concept Album 





by Marianne Tatom Letts (Indiana University Press, 2010) 


-Coding OK Computer: Categorization and Characterization of Disruptive 





Harmonic and Rhythmic Events in Rock Music by 





Nathaniel Emerson Adam (2011) 


-Everything In Its Right Place: Analyzing Radiohead by Brad Osborn 





(Oxford, 2016) 
I would also like to give my most sincere thanks to Alfred Music, 
publisher of the official Radiohead sheet music books. 


Specific sources helpful on individual songs: 





https://www.reddit.com/r/musictheory/comments/1 7kj94/analysis_help_ 


the daily mail radiohead/ (Analyzing "The Daily Mail ) 





http://forum.emusictheory.com/read.php?5,13285 (Analyzing 


"Paranoid 








http://www.shmoop.com/paranoid-android/music.html Android’) 


http://pastebin.com/Hf04Q6Ym (Regarding time signatures) 





http://Limgur.com/wKBnE.png (Thanks to @JEEVANRAT) 





http://taminogruber.com/icyeyes/songs.htm (Regarding “Kid A’ story) 
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In August 20, 2001, three months after the release of 
“Amnesiac”, the The New Yorker reporter Alex Ross 
spoke to Radiohead. In conversation with the journalist, 
Phil Selway remarked: “Really, we don’t want people 
twiddling their goatees over our stuff. What we do is 


pure escapism.” 


Well, sorry Phil and Radiohead. Here's a session of thorough goatee- 
twiddling over each and every one of your albums... 


